
ZD 140 363'

TITLE

DOCUMENT ..RESILIME

.CS 501 718r

,

Going on the Stage: % Repcirt to the CalpuSte
Gulbenkian Foundation on Professional 'Training for.

.

Drama.
,

INSTI7UTION1 Calousie Gulbenkian Ebundatdon, Li bon (Portugal).
PUB cATk> 75 i

. ,
. .

,

NOTE S7p.; Prepared by the Unied Kingd m and'British ;
Commonwealth Branch of the Fouhdation (

a

EDRS PRICE MF-$0.83 HC-$4.67 Plus Postage.
DESCRIPTORS Acting; *Drama;'*Employment°001mtunities;* Employmept. '

Statistics; Post Secondary Education; *Professional
Training; *Theater Arts; *Vocitional Edhcation;

1 . Vcicatiofial Schools , 6 .

IDENTIFIERS *England

ABSTRACT -

. In'1974, a committeefwas-establisled to e4lore:
Various facets of professional drama training in Britain.:This. report
cf tbe committee to the sponsoring foundation includes iformation .01,.:
background and on apparent trends. in employment dimilble fo.i,:people-,
invOlved in theatre'and. allied fields; it describes .the exisiing ,:-:

system of drama training; it discusses tbe peed for .drama. training,.
.

*ilat drama traihing should entail, and the problems aild difficulties
ih present-training; it eonsiders the Avarious choices'open tcy drama
schools, to tie profession,- and to public bodies; and )itprettp4s
recommendaticAs6 'Appendixes indlude lists of those wboHjave!ipilderic
to.the comMittee, graduate e9lployment statistids, a ,list of dramaj..",
training.i itutiones, and. J(flforwation on financing: (J11) , ' ki.

L

F,;

7.y

*#####Ag#31431c#401c#4c#4cf## ##############*#############*########*#*#####
,

* Documents acguired by ERIC include many informal unpublished *

* materials not available from other sources. ERIC makes'every effort *
-* to obtain tliajlt xOpy available.-Nevertheless, items ofliarginal *

* reptodpcithity are often encountered anA this affects the'quality *

* of the microfiche,and hardcopy reproductions ERIC makes availkble *

* via, the ERIC Locpment Reproduction Service (EDRS). EDRS is not *

* responsible fdr the 'quality of the original document. Reproductions *
* supplied by EDRS are the best thafcap be made from the original: * .



. .

US -.DiPARYMENY OF-HEAcrti.--
E0DCATION & WELFARE ,

NATIONAL INSTITUTE OF
EDUCATION

,

TpI.S OOCUMC NT r4AII liCE be NE:PR
OULED 'EXACTLY AS RECEIVE:41 PH
TriE OF RtiON ONGANI/ATIOT

r,ING IT POINTS OrjvIEW OR OPINION
STATED DO NO.T NECESSARIl V REPR
syNt OF FILIAL NATIONAL INsTITtvrib
rooCntiON ITOSI T ION OfF...POL IF Y

Repoli fo the-

,

-

4.

Caiistç ;Gulberaian Foundation
. on prof ssional tfairiing, for dr.ania4
-1975

PERMISSION TO REPRODUCE THIS COPY.
RIGHTED MATERIAL HAS BEEN GRANTED BY

Cglous te Gu,lbehkian
Founda nn. TO ERIC AND ORDANIZATION OPERATING

*UNDER AGREEMENTS WITH THE NATIONAL IN.° STITUTE OF EDUCATION FURTHER REPRO.
DUCTION OUTSIDE- THE, ERIC SYSTEM R.
QUIRES PERMISSION OF THE COPYRIGHT%

, OWNER .



Calouste Sarkis Gulbenkidn was an -.Irmenian blurt: in Turkey. in 1860.
Ile became a. British cithen, conduct ing,nuch of his work from London,
then settled finally in Portugal. Tlierc, On his death in.'i.955. was estab-
lished "he Foundation which bears,his name with purpbscs which are
'charitable, artistic, educational and scientific'.

Today,.:.the Cahmste Gulbenkian tOundation has become one of the
world's leading philanthwie organisathms.- Its heatIquarterS. hi Lisbon
compriSe. not 'only die administration whieh translata into eeality the
provisionSW:the limnder's Will, but dlso'facilities to further the Will's
culturvl purposes, and a museum to exhibit the magnificent collection (),I.
.works of art which Calouste Gulbenkian assembled during his lifetime.
The work and offices ().f 'its Lotulon'branch tht only offices maintained
by the loundatiOn Outside Portugal rdlect Caloucte Gulbenkian's

. .spedul and abidiug interest in Britain and the Commonwealth as well
vs the many years he worked in London:

1,

. )
Twenty years old in ,1976 the Foundation has fidfilled an important
innovatory role in the !Ailed Kingdom andthe British Commonwealth
in each of itsqhree areas al,concerd --the arts, education and social
welfare. Ciirrent priorities vf du, arts programme embrace community
arts, the dissemination of :the arts to a wide and general public: and
direct help to..artists. Priorities in education are intier city education,
vocational education thOr e arts and the arts in education. Priorities

\ in social welfare- arc r
r

ace zelations and cmnmunity work. Published
early in each Year the annual I.eport'of the United Kingdom and Bt;itish

.Commonwealth Branch is available free, setting out policies for the -.-
current year as well as grants made during the previous year.

CALOOSTE GUL4BENKIAN FOUNDATION, LISBON
United Kingdom and British Comnionwealth Branch

tireetor Peter Brinson General Policy, Education
Deputy Director Richard Mills Social Welfilre
Assistant Director Anthony Wraight ArLF

98 Portland 'Place, London WIN 4ET
Telephone 01-636 5313 Telex 2833j

3



`Going on the Stage'
A Report to the Calouste Gulbenkian Pqundation
on professional training for drama

CaloUste Gulbenkian Foundation
'T.J.K. and Commotiwealth Branch
London



4

Designed and produced for the Calouste Gulbenkian Foundation,
by Ruari ?Lean Associates, Dollar, Sicetland.nu4 7PT

\Set in 'Afo otype' Times and printed by
A. G. Bishopict ;Sons Ltd, Orpington, Kent 8R5 MB

I

1975 The Calouste Gulbenkian Foundation
' 98 Portland Place, London ArIN 4.Er. a s

FRIcE Et7-
further copies may 'be obtained from The Calouste Gulbenkian
Foundaiion, 98*Portland Place, London, NvI,N 4Er



Contentg

Introduction

Chapter i. Background to the Enquiry
The Origin.i of the Drama Schools
Changes in the Theatre
Actors and Their Jobs 12

Chapter 2 The Existing System of Training
Non-Vocational Training
University Drama Departments
Colleges of Education
Polytechnics and Colleges of Further Education 23
Vocational Training . .24
Stage Schools
Non-CDS Schools and Private Teachers #.4 ,25
The Conference of DrarrurSchools- 26

1
Chapter 3 Drama Training: Its Thedry ahdPractice 38

Are Drama Schools Necessary? 38
The Ideal Drama School 40
The State of Training in Existing Drama Schools 46

I\

'Page 5

10

Chapter 4 The Problem Areas 58
Training or Education? . 58
The Finances of the Drama Schools 60

.,- The Need for a 'Recognised ' Sector 6t
Technical Training . 63

Chapter 5 Towards Solutions
t.

Chapter 6 Summary of Conclusions and. Recommendations

Appendices

' Glossary of Abbreviations

65

72 .

77 -

92



IntroduOion
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. . .

1A.Repoft to the Trusteef.of the Calouste. thflbenkian Foundation
from the Chairman and Members of the Et:puny into Professional
Traininq for Drains. -

...
c .---4-.....Gentlemen:

, . p
In 1972 the following request. Nip addressed to the Calotiste
Gulbenkian Foundation by three leading theatrical organisations: /'":,

A 1. ) i
' The Joint Committee which we serve consists of the heads of the...,
principal s'chbOls engaged, in training actors, and representatives of

VORT and Equity. We have also had the benefit of-meetings with
the Department-of Education and Science tlfrough the Staff Inspector
of Drama. ' 1111b

.

We are all greatly concerned ttt the haphazard way in which so many'
train for and enter the acting p?Ofession. The recent severe increase
in unemployment coupled with the multiplication of training estab;
liyments has led to a critical situation and we all feel tliat a mations!\
e quiry is noW peeded. Rearing in mind the remarkable report,
' Making Musicians ', which the Foundation sponsored ankhe respect
which it has commanded, our Committee would like to sul*nit a case /
for a similar enquiry on ' Making Actors Vak...._ '

This is not an enquiry which-those engaged in the training-4nd
employment of actors can really do for themselves. TIltrevaieds to
be an impartiar assessing body. ' The Govern.; -i( naturally \.- ....../)
reluctant to undertake Such an enquiry lest it should cdmmit them
in any way = even morally ---t by, its-findings. We therefore turn
to your Foundation for help and ould be glad to assist, in any
way, any body seCtilkwith the Fou tation's authority '.ci

.
,

(signed) Peter Cheeseman, Council of Regional Theatre
Peter flouviez, British Actors' Eqtrity Association
Raphael Jago, Conference of Drama Schools

Accordingfy, you set up an' Eng*); under the Chairmanship of
Mr Huw Wheldoni.which commenod work in February 1074 with
the following terms of reference:
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1. To elucidakc the facts, and to make a study. of the present- 15tolii: '\,
onin tritain for vocational education, in diama Oh. particular .

eferepce to the trairling availahle for those who,wish to become
,;.0......"''' rforming artists .on stage, television and radio, including the .

relatell fields of direction, stage Management and thclatre tea-
nicians. , ...

2. To bed!' in niind the present disparity between the nu mbers of
. those trained and employMent opportunities.

3.- To make recominendations.
,

Mr Wheldgn's other professional obligations trleant that he had to
relinquishlhe Chairmanship in July 1974, though he has remained an
active member of the Committee. I took overt the Chairmanship
from him in July 104; fhe Enquiry was concluded'in June 1975; and
I now have the honour to addreSs this Report to you.

The Members of.the comniittee. of' Enquiry, who were invited 'to.'
serve in a, personal capacity, were is follows:

'Professor John Vaizey
Mr John Alleh

Lady Casson

MisS Jüdi Dench OBE .

.*Miss,Gill GlaCISIOnp
Mr fficley Henson
Miss Thelma Holt

4 *Mr, Peter Howell
-

*Mr Mickael litighes
*1:10 Jonhtlan Miller
Mr Reginald Salberg OBE

ss Elizabeth*Sweeting OBE.

*Mr John Tomlinson

Mr H Wheld011 OBE .144C

*Mr B. A. oung

Chairman
Principal of the Cen.trak SchotI Of

Speectiand Drama .

Member of the Arts Council of
; Great Bri< 1971)74

Actress
Drama Student
Actor -

Exgcutive Director of the Open
S pact Th ea t

Actor and Member of the Council
of Equity 1974/7

Drama Studgnt
Director
9eneral Man ger of the Salisbury

Playhouse
Adrhinistrato ortheOxford Play-

house J

'rector f Education, Cheshire
ounty Council

Managing Director of Bbc Tele-
.

vision
Arts Editor of the Financial Times

.410

*Mr Howell, Pr Mi r, Mr ToMlinson and Mr Young were appointed in July
474, Mr Hughes arid Miss Sweeting in October 1974. and Miss Gladstone in
November £974.
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INTROIWCTIM$

Mr John Mortimer QC, Mr Michael' Elliott and Mt Oscar Lewenf,
stein were originally members of the Committee. Mr WrtiMerl
resigned in November 1974, and. Mr Elliot Land Mr nstein.in
Fehruart 975-.

The Chnimittee of Enquiry ij12 fortnal nwc rngs and, se ral I

ialormal o es. It took evidenCe orally, and in wr ting from-many
oriniatioI and individuals,' 44\ listed in Appem 's A and LI
Meinbers the Committee ann its staff nuifle 'a series of visits toT,
draiRa training and other theatricaNstablishinents.

Inliddiflon,. an Open Conference Was heldiat the Shaw Theatre in
Jandary.1975 at which any interested. plyson was able to offer views
artd opinions on the matters covered by-the Committee's terms of
r4cTence. Over .400 people atteiided and ta-most lively diseussion
took plac'e:

The Committee was served tirstNby Mr Donald Stephenson as
Secretary. He was succeeded in July 1974 by .-Mr 'Michael Bar
We are deeply indebted, to them,-as we are also,to, Mr.NickStadlen,,
Mrs Joarr Maxwell-HuclsOn and Miss Carole tollins,who-clid. much \
of thr:' .6sential work'. Throughout the progress of the Ehcpairy the
sialT of the F.oundatiorr,-notably Mr Peter Brinson and Mr.-Topy
Whight, the Qirector and Assistant Director, have been helpful in
every waY and we thank them. Lastly, we,woutd like to tbank the
officiali' of various dies, non-governmental,- mi-governmental
and goiwnmenta; wk gave s a,great deal of h

The plan of the Iteport is si e. It beij.ith ebackrounto.
the rncitii?y and, the trends w ch we think a apparent 'in the wurk
that is ai,ailable for actors, actress and others in the theatre- and
allied7fields. 'This is followed by-a actual description,zhich topk a
great deal of hard work ,as the Situation'is a iacott'ConfuseZ- one, of the
exisking systerRof drama training.. We then alsk wtiy,drattta training
is neCessary, wshat it should entail ancl to whal extent the ttpresent

° arrangements fat/ short of the ideal, we go on to consider, the
problems and" difficulties inherent in the present situation. Finally,
we consider the yarious choices, which w? think ace operi FO the
drania seho,ols, the professionsand to the public bodies, aliclme make
our recommendations.
. No Committee would be s(s) foolish as to suppOse that itg recom-

"- ,mendations will be followed".to the letter. But we think that'our
diagnosis rests upon the 'hest data io far made available; wefkno*
that we,have sought to be dispassionate and practical in bur rcorn.-,
mendatións; we have iTthçur Enquirg both midisly and deeply;
and_we are confident thatwfiat NN, have io say is.the most vceptable
and economical way to solve the problems faces by our drama
training system, winch has played so crucial a part over the years in,

.

"or
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.2'1111;14 the British t it iiiacknowledged octe olithe
things Ote nation oud of.

Jbho Vaizey.. Pat
. June 1975,.
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Chapter 1
Backgroung ,to die Enquiry

, e
I -

)The Otigins of the Dr.ama Schools
1: The existing paitern of drama training can be said to have started

'to emerge during the period between 0 tro and .1939. In 1904
Beerbohm.Tree established his Academy of Dramatic Art and in 1905'
he bbught a house in Gower Street f'or the education or kligse
wishing to enter the professional theatre. His subsequent annual
Shakespeare season sot His Majesty's Theatre was overtly intended
topiove, his point that prntal training wa$ et necessity for the future
survival of the classical tradition in the theatre. In :901; the same kind
ot. thinking led Elsie Fogerty to stacvher Central School of Speech
Tratning and Dramatic Art in a,Tevi rooms leased to her in the
Albert Hall, rind by 19u3 she had achieved the blessing a, nd official
recognition, of London kIniversity blecause she saw the need to
produce teachers and spievh therapists as well as practitionars in the/ art of theatre. These two schnols - the only ones up to that time
founded specifically for the training of astors betWeen them prd-
vlded.much of the-young talent for Lilian Baylis at the Old Vic,
when she rapidly and ;logically expanded Emma Cons:s original ,
concept of an opera company to include a regular presentation of
Shakespeare. It is also of soine relevance that it was under Lilian

. Baylis tti#f Ninctte de Valois was encouraged to Set up a small ballet
group wRich was later ,to become thc Sadlers Wells Ballet with its
owetraining school for danOers.

_...../
2. After these early beginnings, there was an increasing emphasis on
drama training iin the opera departments of,music colleges:as a result
of the need to teri-oh singers the rudiments of acting. This, new drive
and vitality developed until these departments became a training
ground for actOrs and ciao!' achieved a parallel importance with
music or split off into Separate institutioni. r

la

3. Shortly before the Second World War there was another attempt
. \ to create a new school ,solely for thc training, of actors in the stape

of the London neat*" Studio, which a ter the war becamenhe Old
,- Vic Theatre School, which in turn di peared but left a sister school

, .
2
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111istin f he :tall ;it the I Irl ViSNool in 'I ;intim, 1,%ele then.
scatteird thiougl)out thr othei academics ,pid conege, .and had a
vitinfficant elfet I on liaising, stanArds, Vater,in the -iir,o'; and

ssas a nos deseloMnent iii thr5 estahlr.hment or the orperimen-
1.11 schoi;ls, Inch bawd their iL mi.;;prcilic 1111110..001es the
Ioc lii Idol d Concpc fildi propounded the theory that teaching
and aNing Nhould 1It ttihil 011illy. die aSt r) Acting School,
building on loan I n(leood's approach in Stra.tford I ast, and the

)11affia ( ciitie III its I. In,opean concept of methodological naming.

4. 10110.. thgre are I drama schools in menffiership ol the Con.
terenci: of Orania Schools, 10 (0 hors that are recognised as efficient
by the I )epartment of Lducation and Science, plus .1 host of smaller
drama and stage schorilsis %sell as a variety of itta Ma and performing
!Irts courses at tuns ervies nd offier insinarions etpliv,dent mauls,
all which ste exainme in detail in Chapter

.
Clianges in. the Th-L':atre a.
.5 The ehaitgo. in the theat,r: in rne past :01..yenrs have been anhing
the most profound that it II.ts ae.r.exPerlellced ileforc dle.1(139-45
1.1.ar. Ille:11res 111 London land the.: prqvinces included, broadly
spe.ak mg, 3 number pf prestige instAtutions where the classital draiiia
was to be seen; a few provincuerepertory dieattes providing a
variety of plays: the Westitid.theatres;re-Pertory theatres and music
halls: and :l large number of touring houses w hich took productions

Lnit successes to regional audiehcds. During and after thc(
war many theatre), and music hal,l, were closed, continuing

a proves, which had begini it the io2o'..whim many of them had Been
converted into cinemas. he - ... also. at this,.time 3 limited amount
of drama; on .radio; the beginningv'of teleyision, and-,ii growang,,
'Br.itish WI indtkbry. . .. _,_

.. . .

6. Ify the ond of thc 'war:the Old Vic w;is seen as an embryonic
%national theatre 3.in London. In the provinces the Council for the

.:-Encouragement of Music aisl the Arts (subsequently the Arts
"-Council of "Great Britain)1 had established. subsidised repertory

theatre along the lines rfow familiar., But 'since that time substantial
)tchanges IlaV'e akcn place. Tliere are now three major television

channels' %%ilk i .ixtwe.en .them show a great dcal of drama.. While
thehse employ for each nwouber of the audiertje far fcwet actors than
any live performance would, the traamotteit of drama sccn by the

aver-le Briton is nkly_alarly. timeswhat it has ever been. and this.
television. actiy 'provides a substantial volume of employment for,

1(1\
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pi\CKGROUND Td TIIE ENQUIRY

prOfessional actors._ Similarly,%in 'radio ,there are in London seven
majOr radio, channel6 , though bn tw4r6ere is no drama, and on
another-two little §o far and in Most provincial -cities there are
several radio channels. Teliiaps the most significant change of all
has been the development during the last five to ten yeafs of fringe
theatre. Appi-oimately 25% of working actOrs are now engaged in
this area, operating largely -outside the conventional framework of
theatre buildings 4nd taking their work direCtly to...people who have
previbuslY had little interest in the established theatre.

The resqlt of these changes is that, within a few years of completing,
their iraining, young actors will find that they have had to adapt to
the different qmancls of working in at least severaLian d. perhaps all°,
ofthe following situations= television, radip, films, repertory theatre*,
ihe'West-End, theatre-in-the-round, theatre in pubs, in the gtreet;
ieclubs, fl?eatre-in-edircatiOn. And the- roIes that-they have had to
play may have einbraced not only the classics and new plays of a
conventtonal sort, but also theatre of the absurd, of cruelty;pf
ation, mime and irnproVisation. We live in anage Nihere the opportun-
ities, whictOthe fheatre offers to thoSe W-Tio workt in it, are More
diverse and more Challenging than,tv4 before.

4

8. theConsequence has been-an emphagis upwi acting, as a career
and al'a profession, with an accompanying emPlagis upon prepara
tioir fg,iciit and the determination to create conditions within the
actinglirofession which are. mit notabty worse than, although in the
nature of the case they are necessarily different from, the working
conditions Whic prevail in other professions. This is a central fact
of our Enq It is allied to another.

-

ere has been in the last 20 years a very substantial increase in
the proportion. of to:b.:population which passes through a full secon-
dary schokFurtialuminto higher education. Again; the actor who
leaves school at 16 and goes straight on the stage is becoming as rare
as the lawyer who leaves school at 16 and goes straight into a solici-
tor's office. Increasingly, actors and actresses are drawn from higher
and further education. This has changed the character ofthe youngef
part of the acting profession, and it has meant.that the reqtlirements
in the future, which the profession lays upon both those who seek
to traip it and upon those who employ it, have notably altered. The
modern actor, in formal terms, is an educated person.

(- 13
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GOING ON tHE STAGE

Actors and Their Jobs
to. An ackbr* enters the profession for a variety of different reasons
and in a variety of different ways. He may have attended a stage
school as a child and grown into the role; amateur productions, at
school or university may have pePs&laded him to take up acting as a
career; or he may simply 'have always yvanted e an actor. But
once the desire to go on the stage has been co 1, the would-be
actor is not easily diverted, even into ancillary bra es of the theatre,
so that there exists an abundance of actors, many of whom are
seriously underemployed., alongside a dearth of theatre technicians,
craftsmen and stage managers.

1. Some of,the reasons foçtij overorowding of the profession are
obyious, Acting is, theoreticaTly at least, a very attractive job com-

_pared with the means by Which most workers haves to earn their
living. The well-pablicised and often exaggerated earnings of a very
small number of star performers give,an added incentive to the young
person who believes he has talent and is prepared t9 ' chance his arm'.
For others,,the attraction is that of following an a?tistic career; which
mdy have ,been stimulated by the greater interest in the arts that goes
with rising standards of education. Whatever the reason, the fact
that for most performers the reality is not fame and fortune but bare
,subsistence is not so, off-putting as might 1:;e the case elsewhere.
Failure is a statistical prbbability and thus.no personal reflection upon
those who suffer it.

12. There istherefore, a continuing pressure on an already over-
ciowded proression from people outside anxious to get in. This is
the situation that has led Equity, the actors' trade union, to take
steps to restrict entry and control employment. Equity has evolved
d system of conirols, which combines control over entry into the
.profession (through membershir qualifications) with Control over
employment (through casting agreements and quotas). The system
has evolved in the following way :

13. In 1945, it was eggested that only graduates of ' certain acad-
emies ' should be admitted into the profession. This policy was
rejected by the Equity memlYership. A majority said that the pro-
fession could Only flourish artistici'lly if there was a constant flow of
new talent, and, as the drama schools were then onlNopen to fee-

*To avoid misunderstanding we would like to make it clear that as a matter of
convenience we use the term 'actor' to include both sexes.

12
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BACKGROUND TO THE ENQUIRY

paying students, any preference showttgo them would be manifestly
undesiiable. in 1951, a pilot scheme K.vas'advocated by an Equity
Council sub-committee, whereby, in the straight theatre where union
shops existed, all actors would be requed to134 qualified by means
of a givehlperiod Tof trAining. Thjs, it was stiggested, should either
consist of 52 wee.experience as a zworking student in a repertory
company, or a full course of trainind at` 'an ' approved ' drama
school. It was als kl suggested tlia 52 weeks in another field of the
profession, together with 52 weçks of ' apprenticeship ' in a special
company, or repertory,theatre, oUld be a eptable. This proposal
was rejectedVy the Equity C ncil for a umber of reasons. They

isad 'that the craft of acting could not be arned by wayof appren-
ticeship s might be pcIssible in the case o a bricklayer; the system
would be open to abuse and anomalies; Equrly cottld not and should
not undertake the responsibi ity of approving drama schools; and
anyway, there wa no gu rantee that such a scheme would reduce
entry into the profeision. ,

.

14. Further efforts were made by various sectiontof, the Equity,
membership to secure some measuref control of entry, but these
were consistently opposed by the Council until the late 960's. Then,
with some reluctance, it was agreed to seek casting agreements with
.the employers. This reluctance was due laigely to an objection by
actors to limiting in any way the artisticallycreative process or placing

limitations oh artistic freedom by preventing tho inflow of new talent
which was essential for the future well-being of the profession. It was
also argued by those who opposed control of entry t at there should
be no inhibjtion upon an employer engaging perfo ers who had
received full and proper training for the wqrk they want o do. It
was.considered_botlrunfair and unreasonable to place obsthcles in
their path. Equity overcame its reluctance because of its redognition
of the harsh economic realities facinwiis members and the realisation
that total entry was detrimental to the professional
interests, even the tistic interests, of its members. Probably, the

, ioverriding factor in rtgching thii conclusion was Equity'p belief that
more and more performers of proven talent and exp4ience, who

.4. were undoubtedly of potential value to the theatre; were belvg driven
out of the profession because orovercrowding. The Equity Council
was therefore faced with a stark choice: to impose restrictions which
coulti conceivably prevent a potential genius from getting into the

, profession; or the continuation of a form of anarchy. in emploment
hich drove people of obvioustalent out Orilfe business because tintey

could not afford to remain within lt.
n

15
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.. .

15. Thus it .was that Equity reached agreement with the employers
in respect of casting.iti diffenent sections of the Theatre, Films and

\.,.. Television. In tfteir mildest formtliese casting agreements oblited
the employer to make the litm st efforOo cast fifoductions Trom

. existing professional performer efore seeking to intrqducenew-
comers. It was ,made clear that '1f\final responsibifity, for selection :

remained with the employer, WhOzIkuld ukimately override Equity's
objedtions. The effect of these agreements, hcillever, has been that
the casual introduction of newcomers has been considerably'reduCed.
A quotek for flit introduction bf 25o newcomets.a year into repertory

*eatres and children's theatre Was also agteed and (he system has ,

been, further strengthened as far 'as television corinnerials are con- .

cerned by an agreement arrived at ..in 197f with the. IiRstitute of
r Practitioners in Advertisingc and the Advertising Film Prod' uCers ..

Associatia
',

' 16. NeverthelesSEquity still feels grAt'cohcer.n at the overcrowdinge
in the profession, which results in underemPloyment and, in ifs view,
underpayment for the ma3q,rity of. its Members, fhough pdy hag '=.
slightly improved with the intreased nnimum Wages negotiated tiy
the Union list year.

ductedkby the Enquiry. into Equity provisionalample urv
.mem e ip a 'cations* in 1971 and 1973 liow that, out of a total
:bf approximately 500 actor entrants in each year, nearly 4o% wefe
trained at drama schools in,mernbership of the Conference of Drama
Schools (CDS); 30% at other drama schools, 15% at either Univer-.
sity Drama Departments or C lieges of Education, and 5 %.overseas. .

of a -few university 'graduate's who .

s those who had no formal training
as.available. It is Imp'ortant however,

The remaining io%,i
did not go todrama
or for whom no inform
to ,put these statistics in 'son text. Although the CDS gradates
account for only 4e% of the total actor entrants, they represent
a-pproximately 8o% of those going into subsidised and commercial

, regional theatre and children's theatre (that is, those areas where tfie
Equity ,quota syqtem applies).

18. The surveys also sohow fhat, of the different routes into the pro-
fession, the commonest are Tepertory theatre, tours and seasons, and
television/radio. Films, television commercials- and stage manage-
ment account for mosf of the remainder (although since Marc/1'1974+.

, *The percentages shoUld be ta en as approximations only. Odaccount of certain-,
ambiguities in the Equity piov sional membersh' pplication forms, it is difficult ,
to arrive at an exact definitio if actor entra s.

14
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. E .

entry into, th. e profession via TV commercials has been virtuallY,0;.,
' stopped)9 with providing an additional entr); .

route for gradull..tf tiniaersit and College of Education drama
departments. I The.main entry routes for those without any formal
training7were television commercials, stage managem",t 'and tele-
vision walk'-on cbritracts. The total number', of nevY ethants into4
Equity in booth years were 2652 ('971) and 2512 (103). Actor entrants

-, 'therefore, ac_countt for a little over a fifth of the total, another fifth .

are dhorus boys and girls in summer showsand Pantomimes, a tlird
are cliib, and calikret arti.stes and the remainder are 'accounted for
mainly by opera', ballet, circuses and miscellaneous activities of one
kindFor afiother, where there are better employment opportunities.

. .

lp. It is extremelt difficult to arrive a/ an.accurate Measurement of
'Unemployment in the adjing profession. To be'gin with there is a'
conceptual difficulty about what constitutes unemployment r

a high proportion of ybung people who may nbt yet have qua ified or

io
actor. Acting is a profession,with a higfi proportion of wome rn it,

. unemployment bnefit, and it is highly seasonal. These'are th e
. ,...tegories for whom6unemployment figures are notoriously unreli-

'.ablei.
) . 1 .0 I.

20. Moreover, the work is spasmodic, in the sense that for a success-
ful actOr the aniount of time spext actuafly working in..the course,of

. the year is almost bound to bp less than' the total Amber of :Vorking
days worked by somebody in an office or inilustrial job. The income
has of course 'to be spread over a whole year. Earnings per contract -

may be high while the contract endures, but the earnings have to
cover a longer period. In additionAthere is a substantial fringe of th'e
acting professiol.who might be termed actors more by aspiration
than by experience, in the sense that their principal source.of income
ig derived from'other jobs which they have taken iri-oreler to 't fill'in '
time untl14e right job on the stage comes along. ,For many of the4

. it never comes' and they just drift out 'of the profession. Otheit
particularly married woteren, have really given up any intention of .

returning to the stage, butekeep up their Equity membership for 01
variety/of reasons. .

)

2 1..To achieve a completely reliable picture Of employ .erlt among
actors it would b necessaw to carry out personal -in erviews with
a systematic p abilify sample, taking larnings and:days Worked,.
both in the pro tsion and outside it, fully Thto ace6unt. Regrettably,
such a survey was beyond the capability -of this Enquiry, but we
believe that it Would contribute greatly to a better understandirig of

l'5
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the problems and hardshipfaced by accois unable to find work within
the profession.* We therefore,recommend that the Department of
Employment and, the' Office of Population Censuses and Surveys
should regularly enquire into unemployment in the acting and other
artistic professions, which gives rise to Serious woblems, both to
those engaged in them and to those who benefit fiorn their`work.

-

22. We are satisfied from our Enquiry that substantial unemploy-
ment exists, though it is probably .not as great as,some figures have
led people to ,suppose. Furthei than that we cannocat,present go,
event to say' that we formed the view, on the 'basis of the. evidence
put before us, that actors trained at.the leading drama schools get
more and better jobs average th* untrained actors or those ,

v turned out by the less well-known traiAing establishments. In other
skordsc.inan occupation where unemployment is endemic, we do not
believethaLiis primarily concentrated among those Who h:ave 2asSed
through the Iading draMa _schools. 1

*A survey of empbyment and earnings of Equity members was carriedpuLby the
Union in 1971. This survey showed ihat 40% of the sample-had been unemployed
for a median period of 13 vi,eeks land that 32 % had done temporary work,
ranging widely from grave-digging.to modelling. However, this survey was con-
ducted by meahs of self-completion questionnaires addressed to the entire mem-

; bership of Equity'(23,000), of which 4,819 were rettuned. The sample was there-
fore self-selecting and not fully representative. It would be useful if Equity could
seek official assistance in clarifying the nature of the statistics that would more
accurately reflect the true employment position.

16
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Chapter 2
The EAstitg System of Training

23. The first task given to tit by the Enquiry's Temp of Reference
was ' To elucidate the facts and make a study of the present provision
in Britain for vocational education in drama '. In practice this task
proved more cornplicated than 'appeared likely at first sight. It has
already been pointed Out that the new entrants into. Equity under the
broad heading of actors come froma wide variety of educafional
(and non-educational) backgrounds. This is in sharp contrast to
the eilreme position in such East-European countries as Romania,
where all actors have to train at one state-controlled drama' school:
and is a reflection of two facts fundamental to an understanding of
the British systern of draina training. First, neittar the ading pro-
fession nor its trade union, Equity, requires of its members any formal
educational qualifications, whetter academic or vocational. _There
is no compulsion for would-be actor to seek pr fessional training
and in theory the lification needed is the ility to persuade
potential employ he is worth employing. Second, largely as
a 'result of histori accident, there is no single drama training
institution or class of institutions, which has a monopoly of, or eVen
plays a predoruinant Pert in, the business of training actors. Unlike
art colleges, which, ever since the Great Exhibition of 185 r have grown
np under the ail-Vices of the public education system, drama ,schools
have emerged in resPonse to clkanglng needs in the profession,
althost entirely in the independent sector. With one or two exceptions,
neither the. government nor the actin& profession has ever accepted
responsiciility for provkling drama training nor, a fortiori, for setting
minimum standards, validating institutions as competent tO train
actors, or coolPiling statistical information.

24. As a result, the Process of letling where actors come from is
necessarily diffused. Whereas an nqui into the training of doclors
would look at Medical schools, an Iquiry into the training of
teacljers at colleges of education and a enquiry into training`artists
at art colleges, an enquiry into training actors must look not only at
drama schobls Which exist specifically to train actors, but also at
institutions w "ch do'not see their major or even their minor functions (

c-1
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. as training6aciors, but some of whose graduat none the, less end up
on the stage. The situation is- furtheii c.ompli ated by the fact that,
bdtween them, some of these other'institution provide a vgry wi4e
spectrum of courses in dra -orientated su ects which, althotigh
non-vocati cont certain element o practical work.' In
particular, university drfim departments sorjietimes us ctical
classes as an approac to the academic analy is of the t 1Iatre and
.drama history, and collsges'of education (tea at- trai ng colleges)
require students to do some practical exercise s a way fimproving
their tebilaing techtlieves and understsnding t e naturd of the art. -

°

25. At this stage an important point must be made. Paradoxically
Most of the courses whichlkinvolve drama jdjead ty recognised
degreeg or diplomas in the higher education system are not intended
primarily is vocational training, .whereas most Of the vocational
drama schools, even in the; Conference' of Drama Schools, eithee;
award n'O aiploma or deg*, orel4 award diplomas which are noe
recognised by Equity or, theatre managengent a having special vocat-
ional status or by thepepartment Of ducation and Science as hay*.

-first' degrec,or any other status.

262 In short, a nuthiber of different paths lead 19 a career-in the:v
theatre,, no single one 'of which guaranies employment or even'.

:special aacess to ein'Ployment at the ena, .Graduates,of all traini4
'nstitutions referred Co below, ahd graduaV of none, compete On

e open market both for jobs and formembershiP 'OE:pity. The
nly constraint, which is not yelated-19gducationa1 background, is

the quota system and the various manaOl'hein agresments negotiated
by Equity to which reference,has been made in the previous Chapter.

27. In the context of these general reservations, it niay seem sur-
prising that the larger part of an account of the present system Of
arama training should betaken up in a description'bf one particular
,roup of institutiOns the Conference of Drama Schools. The ex-
planation is to be fOutcd partly in fhe employment statistics metioned
in the previous chapter which shb<that they proVjdo about 8o% of .

the actor entrants Who get -jobs in commercial and non-commercial
regional theatre, and children's theatre.iThese statistics are supported
1)9 the fact that about 854% of CDS grarchiates get Equity cards (and,
by implication, jobs) within threq months of graduation (see Appendix k
C). Morepver, although exact figutes are vet)/ difficult to assess, it
is the implession of many people who stibmitted- evidence that this
very -higl.1/4 CDS employment ratio actually increases after tve to
seven years, which is the time during an actor's career that his staying
po'ver is most severel,y tested. But the importance of the CDS in the

18
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drama training system is measurek not only by employment statistics.
Quite simply- the CDS represents the core of full-tIme vocational
drama schools recognised by the profession and the students as the
crincipalkentre of drama training. While it is empliasised that no-r
judgements are intended of indivi ual schools either inside or out-
side the CDS, it is clear that it in this area that the bulk of serious
drania training takes place. W en we'clo come to answer tbd question;
Is drama training necessary.. 'and, Can it be improved ? ' it is

chiefly to these schools that _we efer.

28. hThe folloingire th main tegpries of institution rom which 4 .
actor's emerge 70

r. CDS and sc ols of si standing.
2. Other vocational wrung (non-CDS drama schools, private

A1 teachers and sta schools).
3. Non-vocationa ing (university drama departments, colleges

of eduOation, p chnics and colleges of further editcation).

It is conynient ok at categorieq, 2 and 3 first. (A list of the
insti ti,t6s in each ategory is given in Appendixp).

...._- N n-vocatio al Training- _....,_. .

(University Drama Departmgas, Colleges of Education,
Polytechnics and Collegessa Further, Education) .

29. Whdt.consideing-this,ared it ii necespi7 to hear in mind two
important\ facts. First far-r aching changes are taking place in

sector, which will have a considerable irnpacron future trends
in drama education. Seco dly, although all three provide the
country with a valuable an1 wide ranging selection of courses
relating in one way or another to drama, they have in comMon-
and will continue to have in common this vital characteristic: that

, they do not and ar not intended to provide vocational drama training.
.41s will be seen b ow, each includes an element of 'pfactical work in
its curriculum an each historically has produced a certain number

. of.professional actor. But it is vital to any. understandinz both of
the present set-up and more importantly of the likely future develop- .
ment of drama training, to keep this distinction ablolutely clear and
in the forefront of one's mind, if confusion is to be avoided.

30. While it is diffchlt to predict exactly at what point the present .

evolution of the higher education system will collie to rest, this much
at least seems clear. AS drama becomes more and more accepted asp

I9.
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, .
a subject in its own rigtit in s ontlary schools, sb more and more.

, ..studenq will leave school inte ested in pursuing the study of the
subject at degree level. To ca r for this increasing' demand, there

'me well be an expansion in the numbers of students reading
theatre arts courses at university drama departments. Thee courses,

. whitat will apply the same academic criteria of assessment Aid selec: -
tiOn as, say, history or language courses, will lead. to BA's and.it will
become as much a matter of routine for.Fivil seriiarits, lawyers, acad-
emics anclteachers tei have read theatre arts at uniersiry as philosophy
or Engfish.

31. The Colfeges If Education are being rulically altered. Few will
survive as institutions devoted solely, to the trainini of teadhers.., -
Most will merge with other institutions of Higher Education oly-
technics, Colleges of Further Education o niversities) and rest.
will -diversify their activities so-as to ome 'Ceneral Collem of

,Highei Education working up to degxft level, in which the training
of teachers will only play a part. On of the major consequences of

,this re-organisation is likely to be the cquisition by polytechnics of .

thriving college of education drama epartments and a generafi
/ increase in the demand for theatre arts courses. Afready the Council

for National Academic Awards (CNAA) hue set up a Creative.and (
Performing Arts Panel to validate these new courks.. What is crucial
to.bear ,in miad is that although this aevelopment greatly to be .

welcomed 'Ibr the contribution it w. I make to incr asing iuformed
intettst in drama, it vill not in any4y be apart o t e future patterii
of vocational training. The model of t e furth tion theatre
arts courses will be- that of the unive ity dr a depar ents' BA
rather than the vocational training pr ides sy the dni ools.

,

-32. The relevance of these changes in higher education system.
_

to the future of drama training is.not,th niversitY and polytedhnic
ama departments will provide afiterna ve vocational drama

schools, but that they are likely to sup ly the *th an increasing
number of post-graduate students who ant to become,professiocial
actors. . IV ...

Eniversity Drama Dejia meats
33. Seven universities in Bfitain hav drama departments which
award firot degreeS in drama - fi are, h England, and one in Scot-
lagd and one in Wales. Three th degree:courses can be tak54
eiiheNlone or with another su Four have to be taken with
another subject. Less specialised st y of ama may also be included
in other degree courses at most of thes universities and tso at
Newcastle, p.berdeen and Lancaster.
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can be kept open, and the student emefges with a university degree: .

t *. In practice, only a minority of students do actually go int6 the theatre.
Of-the four departments carwasgedLa4though the jarges't number of
'graduates wont int6 teaChing of sodk sort and a large number went
Into jobs ini/orviifesocial uses of drama, bnly to%, 15%, 20% -and ,

respectively got js in the thatre, including directors and
_designers as welleas Actors. In absolute terms this ma)7 mean no more
dap two br threeactors from any given University per year, and it is

. for that.reason th.. . e Include unwersity drama departmenNunder
the, nOn7vocati0nal hea ing. . - . . .

. _ .
. . .' .

, 35. Although anyo can, name distOguished actors wlao. went
'straight Troirt 'university, o the West-End and thel'e is agreement ,

, that the universities are. ,:pable of 'Injecting intellectual vitality into
. the living theatre fhe eads of the drama departmgnts are theft- '

selves the firs ."-; .r-- universities are not intended to be sub- .

..- stitut 'for or in gompetition with drama schaols.. On the contrary,
grad tes. inking of becoming actors are strongly recommended. 7 .

o on to a I-atm:school before entefing the profession, and two..,
university depa nts have strong, informal links with two drama

.. ,schools to whom th y senthapickle of graduates. indeed one of the'
\i' boncer of fieads sf drama:departments Isla, encourage the pro-

vision: of specially shortened-post-graduate courses at drama schools
which would discourage graduates from trying to go straight from
-univcrsity onto the employment market. Paradoxically the univrsity
drat& departments tend to 4ave more, la:Vish facilities including °
such things as TV equipmenr 'and 'm9dern theatres than many of
the drama schools.,But as one head of depfrtment put it: ' The course
wti; provide is not regarded in any sénse4s an alternative twia quali-
fying, vocational course at a drama school; although it may well
serve the student as an excellent preparation for. such a Purse.'

t , .

. THE EXISTING SYSTEM
" - I.

34. NJ Of these courtes are acadeMic arts &tee purses. ATthoingh
many 8f tlaem provide opportunities for practical _work, they are also
geared to the study, of dramatic theory and criticism, and the litera-
ture and history of the theatre. The basic differehce hetWeen a uni-
versity drama department and a dfania school is that the formq offers
a general background course in both' the analysisind.practice of the
theatre;whereas the latter provides a specialised vocational training.
Frdm the poifil of view of the student, therlkactions of.a university
drama department (ratios ot Applications to"Places. ate a< high as
37:0 ke threefold. MandaThry grants are available, career options

0
36. It is nece sary at this point 'to refer to the old established societies
at Oxford a d CambriOe OUDS, the ADC, the Footlights, the. . '

, 21
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Marlowe Society, and the ETC - wgich, with-other smaller groups,., .
have ovet the years produced a number * the nation's best-

\,... known actors and directors. Formary undergraduves Oxford and
Cambridge offer almost ideal conditi&s.for serious wo'rIc in drama,
wirlit theatres, tech. : a s semi-professional directors and naiional

eritics, all contribtiting to a environment ideally suitecito fostering
'e...-1-...original and exciting wdtk, They still ben fit frottLa steady tradition

which springs (ro`m the revival of dra in the late nineteenth_and
early twentiEth centuries; which made t e ancient universities centres

: ....ofsefious drama while the London staNyas at its most commercial. .
In addition to. this tradOon, hbweyer, mAy of thesuccessors to.the
highly eduCated and talented actors and actresses who have cbnie
from Oxford and Cambridgeln the past are now to he found in the
8o 'a4f so, dather :universities or college) which increasingly adopt an
attitude,of encouragement to their students' extra-purricular activities.;
Arthotigh a few of these graduates go straight oh to the stage and1- , probably alWaY4i1.1.,do so; rtiore ant? more of these young men and..

. women. now seek rirofessidpal drama training when they leave uni-
Versity and.this is a trend Which we whole-heartedly welcome and
strongly recommend the-rma schools to take int9 account in their
future pfanning.

37. Ten 'universitiei go Appendix. D) offer polt-grgduate courses
a. These vary fibm oiie;_to two years in length and level to
Phil, Iiiplómi.Vr Cdtificate in.varibus aspects ,,of di-atria

Atidies . ;d theatre..arts. These are exclusively academic-1Mcontain
rtb.,yocatt. al. elenient . -.., # . P., .

,

Colleges of Education
;;-- ...; . .

38. la the great primnary school revoluttofibf as 4.0)ears, drama
and movement have played an importanfr le. Since 1945 grówing
numbers' of secondary schopis have come to apgreciate and exploit

\the educational pote tial of drama:- as a subject, as a- way ,of inter4'

self-discipline of c. ilslren. .The colleges of education which train;
relating subjects, a as a way of developing the self-confidence and

teachers h e given the educational aspects of draina an increasing
prominen e in their curricula and in coinse - rama has been
taught wi h increasing seriousness_and 4:,1 esSionall m hi schools.
in the curricula of the _comprehensive chools espe ially, creatOe
arts deriartments offering options in mu ic, d . rama and.the ,.
visual airts play a central part. ,

39. Of the 16o..odd colleges of education in the co.untry i 973 abtut .
1

one half offered drama coutses of one kind or another and outone .
. ,

e
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third .9ffered..drama -as -a win Cpurse 'These Courses JaSted: three

1 ' t qualified teacher statuas re'cogniSed by the DES andei r
years, or four years fdrctsstuents taking al3achelofot Educatioq,
Degree. yor post-graduates, tht cOrke 4,:las one year. AU these

,courses lZid
to entitlement to Burnrmzscatcof salary7; rii .Uddition, three uni-
versities award '-diplomas,and ArtitiCates for rama courses for
teache.Ts .

, . ,
((---

40. The variciusdranta delikrtmentil in colleges of education enjoy
a considerable trargree (.4 autonomy, And courses Most gyala-
buses, however; *tilde work under thpfollowing 'headings: 9

(a) . History of bramwand tlies:Developme e Theatre.
(b) critical Work e.g.;'' Concepts of Tra edy ,. audiebce psy-

chOlegy.,
(c) Practical-Work in Theatre Arts. ,,,, .

(d) Drama and Art of Acting e.g. mime, movethent And impro-
visation.

(e,) Study-of contemporary'.Pro sional Theatre, Film, Television .
..

o.Radi4an,
(f)c Drama,with, by and for Children aria Young People the pro-

.' .." ,fessionaj aspOct of the -Subjeet i'A the clAsrooyn situation..
'. . .. '

: .41. As colleges of education take their place in ;the reformed
higher education system, the availability of drama options ill various..
corAinations may well be greater for Many more students than ever
before. A feAualified teachers find th '1- way onto Equity' boals,

. but themajority4 'of these go into Thea re-in-Education, w,lilch is 'a, gb.

,, comparatively new field, of gre potential influence/ for tHktheatre
as a whole, spanning thq theat ical and edvcatiodat worl The
majoritypf trained teachers teach in primarypf secondary §c ols
and therebY play in important part in crea ing the general interes ,--
in, drarna'Which ultimately fue the vast network of amateur drama,
rotates the audiences for profe iorial drama, iind,also inspires some
people to become actors themselves. 111-je number of colleges of edu-
cation graduates who join the staffs t5i drama schopls is very small,
since InNt drama schools copsider it vital to take their staff frdm the
ranks of practisingaetors apd klliectors.

'so

Polytechnics' and Colleges..of FOrther Eddfation
42. Twp drama schools in the cps' which started out as .privatir-
schools in the independent educational sectdp, :have' :entered the''

° system of further education partly in order to secure their financial '11

future. One became part of a polytechnic (Manchester) and the other/

'1.

fy
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a monotcehnic'', a single-craft institution'graat-aided by the Inner
I LondOn EdUcation Authority,(Central School of Speec'h and Drama)

In the general restiapinof,teacher education, a number of poly,
te6gnic,5 will acquire colkge of education drama departments, and
as a result there will bea onsiderable number of polytechnic drama
courses in the next few ar. It has already been stated that these(' ).
courses will irot'be voca onal and a DES circular has recently
firmed this as governme t policy. 4 '. .-

43. In quite a diffem league, but technically in the same category,
some fifteen technical colle esjlave set up one or.two yearcodrses.in
drama (see Appendix D). WIOreas the Central Schcrol and Manches-
ter Polytechnic are fullyINctcitional drama schools, the co)trses offered
at these 15 colleges are align :Ny.th general advanced seccindary
level educate and in some ea ntic:one tiliird of the first year is
devoted to speech and drama. ''F e intended to awaken or4::, .

nurture an interest in the theatre, raLhan to prepare studetltsSoe..
a career on the stage, and theaumbe rg duates employed as actorS'
is negligible. As has been pointed out', the.whole system, 1 further' - -
education _s being radically re-structured at the preisent rne, "and -
the colletEs listed in theAppendix will (for the most Pai-Vbe Merged
with, other colleges. .'"., ' - ...'°'; f ' *1

1

Vocational Training
Stage Schools .

. .

44. There are no stage schools in the public sector of edueation with '

the result thatsloenitians are as elusiv(as statistics. lh the private' '11'
sector there are,a,'.few-well-established stage schools, such as the
Barbara Speake and Italia-Conti, which have a separate role in the ,

overall pattern of drama training. Their stated 'aim is to provide l'Or .,..

children, Witlt:acting ambit1oriS, a full time generhl :education mixed
iri4ith specialist training in the various actihg,skilis. The,entry age
is norinally between 8 and 13 and. students leave at the age ,of,16.
Lessons in non-drama subjects ate arranged as at nor .l3secondary
school, and full'time teachers prepare students for a r geof 'exam-

1
inations up to 0 ' level. Some 6f these schools als-6 act.as-agencies
for the employment of children and young people in 'the theatre,
films and television and it is in thiis area, rather than in the field of
adult employment, that the stage schoot,s link up with the professiOnat,,
theatre. ld
45. Stage :schools naturallY Play a I ss important role in dr.krn#1*,-
training than theit-equivalents in the field of dance or music where
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technical training miist be studied at an earlier age. Nevertheless,'
so long as they do not see themselves as alternatives to the drama
schools, there is no reason i,n theory why stage schools should not
provide a useful service by preparing students for further training
and also by acting as a sorting base in which children can find out
how much they really want to go on the stage while keeping other
options (in the form of 0 ' levels) still open.

46. In mactice, however, various sections of the profession appear
to have grave reservations about some individual stage schools and
the way in which control over them is exercised. The propriety of
combining profit-making employment agencies with the running of
a schbol causes a certain amount of uneasiness, and doubts have been
raised as to the standard of non-drama teaching in these schools.
Some witnesses went ,so far as to allege that in some schools pupils
are in practice often left with no alternative but to try to enter the
acting profession even if they lose interest because they find themselves
without sufficient academic qualification for other jobs. The legal
position' is that stage schoOls providing full-time for five or more
children of compulsory school age and setting Out to give a general
education combined ivith drama training would probably satisfy the
definition of an independent school and must in that case register
with the DES under Part II,I ofa.1.4e Education Act,1944. Registration
involves inspection from time to time and the requirement to satisfy
certain standards; failure to do so can lead to a notice of complaint
and pcsibly to closure. As legislation stands at present, the DES is
obliged to register any indeNndent school if an application is sub-
mitted unless it has previously been registered and the subject of a
closure order. Responsibility for registering the employment agency
funCtion lies with the local authorities. In view of the fact that this
is clearly a complicated and sensitive area, we inlieve that it is in the
interests of the good stage schools that there shOuld be a detailed

..examination of the role of stage schools within the drama training
system, and we include this among our recommendations.

47. In addition to the established stage schools, there is a proffer-
ation of schools Arith lesser ambitions and facilities, whose purpose
is to provide for any interested child, irrespective of talent, basic
training in drama. These often take the form of Saturday morning
lessons and are exclusively ',drama academies ' in the sense that they
do not aim to'provide an all-round academic education as well.

Non-CDS ,Dratna Schools and Private Teachers
48. Of all the institutions connected with drama training, this cate-
gory is the most elusive. Apart from the elementary health and fire
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safety regulations, the governftient places no obstacle in the path of
any individual who decides either to set up an ' academy of dramatic
art ' or to set himself up as a private tutor. There is no agency res-
ponsible for licencing or validating such ,schoqls and teachers. Con-
sequently, there is no way of establishing. ow many of them exist,
what their professional standards are, or llow many students they
aftract. One drama school. outside the CDS Mountview Theatre
School. is formally recognised by 'the DES.as an efficient institution
of further education and a further seven are referred to as principal
drama schools ' in DES and Central Youth Employment Executive
publications Ap-pendix D). Five other institutions advertise them*.
slves as full time drama schools in Contacts and. fifteen as drama -.
schools, colleges and academies ' (presumably part-time), although
no indication is given of the scale of tuition offered: There are also
advertisements from about 65 individuals offering elocution leisons.

49. It is at least clear that this, category covers a very wide,.range bf
vocational stanclvds and facilities. At one extreme there are one or
two drama schools which hpe'a good professional reputation and
can be thought of as in the CDS class. At the other extreme is a myriad
of ' bfass-plate ' academies, run by untrained and undistinguished
principals, not to train actors for a career on the stage, but as a com-
mercial enterprise often catering for foreign students or Fivi ng Satur-
day morning lessons to school' children. SomeWhere in between
there is a respectable and respectedlittle band of retired actors and
actresses who give lessons in spwific skills such as voice or movemenh
not so much as a substitute for a course at a drama school as to sup-
plement existing training. Although, .as With famous; university
graduates, one can think of a haridful of eminent members of the
profession who emerged from this wide and disparate background; it
does not prpvide a large constant flOw of actors into the mainstream
of the acting profession..Although 3b6/0 of actor entrants into Equity
came from this category, comparatively few go into regional theatre
or theatre-in-education; the rest.get Equity cards, nominally as actors,
in other areas of the enteitainment industry. r

The Conference of Dtpama Schools
50. Between 1961 and 972 some twenty independent drama schools
were inspected by HMI at their own request. Since, the:drama
schools are independently run, inspeetions are not comptsory. Of
these 20, 14 were recognised as ' efficient ' establishments of further
education. It musebe stressed first that such recognition does not
imply that they haye or.should fiave support from public funds, and
secondly that suclr dramA schodls as are not recognised may not.fiave

,
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been inspected by- the DES a id are not automatically to be assumed
to have failed to come up to adequate vocational standards or DES
standards of efficiency. On thc other hand, many schools applied to

' be inspected in order to gain the prestige of DES recognition and be-
cause this tends to persuade LEA's to be more generous with student
grants. Thus, with a, few exceptions, thc majority of unrecognised
drama schools have not, been inspected and no conclusions as to
their standards can therefore be drawn from the fact that they are
not classed as efficitnt Rccognition,involves certain prescribed
standards 'of size and eguipnient. It also implies breadth of syllabus
rather than a sharply vocational focus. Artistic standards are slrong-
ly noted but are not the only consideration in granting recognition.

51. In 1969, twelveAf the fourteen recognised schools '9 together
with the Royal Scogish Academy of' Music and Drama (recognised
by the Scottish Education Department) and the, Guildhall School of
Music and, l5rama (which had not sought rscognition) formed them-
selves into the.Conference of Drama Schools, TheCDS was set up
for the purpose of providing for,its members a c011ective voice in

*.lt must be emphas-,
dealing with the DES, LEA's, and Equity,t,igt response to what they
saw as an increasingly difficult financial pospn.
ised tfiat.the CDS, which is a Self-selecting and self-regulating body,
has no formal-status. Its importance lies in the fact that tt represents
the nticleus of established and reputable full-time vocational drama
schools in this country. Recently, it has also started to establish links
wit the dance world. ',

\

52.'The following drama schoolstare members of the CDS:
-

The Arts Educational Trust SthoCat.
as, The Birmingham School of Speeclf T aming and Dramatic Art.

The Bristol Old Theatre School.
The Central Schopl of Speech, and Drama:
The Rose Bruford College of Speecirand Drama.
The Drama Centre (London) Ltd.
East 15 Acting School.
The Guildford SchoOl of Acting and Drama Dance-Education.
Guildhall School of Music and Drama.
London Academy of,Music and Dramatic Art.
Manchester polytechnic School of Theatre.
Royal Academy of Dramatic Art.
The Royal Scottish Academy of Music and Drama.
The Webber Douglas Academy of Dramatic Art.

-)7 . 9
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(It is convenient to deal in this section also with the Welsh 'College of
Music and Drama which, though not a member of the CDS at the
time of our enquiries, has recently been admitted to membership).

53. TI-Acceeding paragraphs review the schools in the CDS under
the following general headings: financial position, courses, fees,
student grants, staff salaries, numbers of studentsPratio of applicants
to places offered, students' academic qualifications, selection pro-
cedures, assessmen't, diplomas and degrees.

Finance
54. The variety of methods of financing the meitmrs of the CDS
reflects the character of their evolution,to which reference has already
been made. Although they all started as private schOols in the in4e-
pendent educational sector, six have come, at different times; frbm
different sources and to different degrees, to receive subsidies. Three
are completely financed by public money through different,channels

one (Royal Scottish Academy) receives direct grant from the
Scottish Education Department, ong44anchester) hag Merged with
a polytechnic of whidh it is now a deartment, and one (The Central
School of Speech and Drama) is grant-aided by the local education
authority. One (Rose Bruford) receives deficit financing from the
further education pool via Bexley LEA, bdcause it is a recognised,
college of further education. One (Guildhall) is subsidised by the,. .
City of London Corporation and,Aone (RADA) shares the income
from the Bernard Shaw Estate which derives from theucopyright
the productioe of Shaw plays and Rublications and therefcire
fluctuates, but is a substantial part of the school'sincome. The Welsh
College of Music gnd Drarna is maintained by South Glamorgan and
financed(ut of Ihe LEA pool.

55. A of the other eight schools (six of which are non-profit making
institut ins and two of which are family companies) depend almost
complet for their income on student fees (in 1972-73 the fees income
percentage anged from 96% to 99%). The degree to which they are
dependeut n fees is indicated by the fact that the increase in fees
over t ast four years is almost directly in proportion to the; in.
flationary increases in then' expenditure. None of the schools has
substan4 capital resources, which could be relied on to meet annual
deficits, with the exception of their buildings which cannot be con-
verted into income without the schools closing. Since, as is pointed."'
out in paragraph 61, LEA student grants at these sohools are not
mandatory, these, schools have no security of income, and in some
cases face the dilemmabfha&irigto raise fees and thereby risk pricing
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themselves out of the market. An indication. of the gravity of,the
financial positiOn of these schools (and also of some of the subSidised
schools) lies in the number of them which run on net annual defi Is.
In 1972/73 four had deficits which ranged from £14,000 to £10400,
0, had a surplus of only £2,500 and one had a notional surplus
£7000, which in reality represented the salaries of share-owning
staff. Four haVe received Small ad hoc grants from the Arts Council
emergency fund, which exists specifically to prevent drama schools
from being forced to either close or to lower their standards.

Courses
56. The CDS schools see their primary and most important function
as the professibnal training of actors and associated professighals:
Within that broad framework, there is a great variety of artisticapp-

> roaches notonly to the teaching of drama but to drama jtself, ranging
from 'distinguished classical wendemies to dynamic experimental
workshops.. Each school\has a full-time acting course. ranting in
length from two to three years. in'adNtion all but one of the.schools
has,at least one, and up to three, other courses. Of these, four are
stage mahagement Courses ranging fronrone to two years in length,
six are technical and design conrsqs, including carpentry, lighting,
electrics, sound, ' scenic design', props. and wardrobe, ranging from5.
terms to 3 years in length, four are teacher training courses (3 years), 1,*

ohe is a speech. therapy course (3 years.), ohe a course to,give qualified
teachers on a year's secondriieht a direct experience of the elements
of drama ', five are postgraduVe courses-fa-sting -ohe year'(of which
two are prattical, two theoretical and one .a mixture of both), and
finally there are three directors' courses, the.only ones ofiheir kihd
in the country. We refer in the next chaPter to the nature and the
quality of ,the training provided by these courses; since that is at the
heart of our Enquiry.

..
Fees -
57. In,the academic year 1974/7,5, fe6 for acting co4es at the non-
LEA controlled CDS schools ranged from £452 *p7S. to £750 .

Fees for post-graduate cdurses were occasionally slightly higher, .

while fees for technical courses were sometimes-a little lower. In 1973'
the range was from 420 p.a. to £6do p.a. These figures represent an
increase in fees 'of approximately 20% which itself reflects the fact'
mentioned above, that non-subsidised schOols depend alit0st com-
pletelrifor their income on student fees,. which.have therefore,4o be
raised to offset the effect of inflation on expenditure. There has been
a steady rise in cfes from the 1968 averagelevel of £300. Unless some
alternative sources of income such as public subsidies, are forth-

°
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coming, ere is every prospect that fees will continue to rise to keep
pace with inflation. This raises the spectre of some drama schools
being forced to choose between pricing themselves out of the market
(particularbt if LEA grants remain discretionary) or cutting down
the number of U.K, students in favour of foreign students, 'of whom
there appears to be a near inexhaustible supply, especially from the
USA.*

58. Significantly the two CDS schools directly financed by their
LEA's were able to reduce their fees to a nominal £72 and £9p p,a.
respectively, since changing from private schools to an LEA moho-
technic in one case and part of a Polytechnic in the other. This has
given them increased freedom of choice in selecting students now that
they do not have to take on a predetermined number of students each
year to balance the budget. Moreover, even for those students whose
parental income makes them ineligible for an LEA maintenance
grant, a fee of £6o p.a. is Jess likely to force them to turn down-an
offer of a place than a fee of £750 at one of the non-subsidited schoPis.
The example of the Central School's income and expenditure account
in the year before it joined ILEA, and the year after, is indeed in-
structive.

59. Ip 1971/72 the last year in whin Central operated as an inde-
pendent school, 95% of its income came directly from student fees.
In 1972/73 only 12% of its income came from student fees, and 85%
camejrom an ILEA grant. Put in terms of hard cash, income, from
fees Went down from £129,000 VD £21,000 in one year, and was more
than(compensated for by a grant of £141,000. Quite apart from the
long term effect of.guaranteeing the financial security of the Central
School and relieving it from an, unhealthy dependency on fees, the
change had the not unimportant effect of converting a £5,000 deficit
in 1971 to a £2,000 surplus in 1972.

6p. The Welsh College of Music and Drama, which is supported by
e South Glamorgan LEA, has a fee of £to5 p.a. which has remained

c nstant.for 7 years; and the Royal Scottish Academy of Music and
ama which is ,financed by the Scottish gducation Department,
arges £99 p.a. which has also rentained unchanged for some years,

*It would, however be quite wräng to deduce from ihese high fees that the drama
schools are financially extravagant or irresponsible. On the contrary, even the
highest drama school fee of £750 compares favourablY with the national average
,cost of educating a student ,at a college of education 1. which is iggo. I .I
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Student Grants(
1. Students at CDS schoolste not automatically e igible for man-
datory tuition and maintenance grants from local edu ation authori-
ties. The reason for this is that the CDS schools do not award degrees
or degree-equivalent diplomas, which is the DES criterion l'or man-
datory grants. The CDS claims that this policy fails to take accouht
of the stringent professional standards of their member schools and1
that it discriminates unfairly against drama education as against,
not only most other branches of higher education (univetAities,
colleges of education and polytechnics), but also specificallx fine art
education, v;7here students at most art colleges receive mandatory
grants.. Art training, it is claimed, is no more demanding than dra a
trainM . .

62. he system that operates for CDS schools is that each LEA has

.

the discretionary power to award grants to students from its area,
who'are offered places at member scho,ols or at any other institution.'
There exists a DES list of, schools Tecognised as efficient (see para-
grar 50) and most progressive local authorities tend to use this list
inte nally almost as mandatory. However the list is out of date, does
not correspond.to the membership of the CDS and is not binding on
local authorities. In Scotland, the Scottish Education Department
does give mandatory grants to Scottish students accepted by the
Royal Scottish Academy Wr its Diploma in Dramatic Art. An average
of 63% of U.K. students on acting courses at non-subsidisted CDS
schools receive 8iscretionary grants. At one school the figure is as

.low as 25%, at another as high as 95%.'

63. It is diffiRult for two reasons to assess exactly the-extent of hard-
s p caused to students by their, not receiving mandatory 'ants.

rstly, it is not known how many of the students not in receipt of an
LEA grant were nominally offered gran* but turned down because
their parental income was too high for ffie grant to.be paid. Such :4
studd of course, would receive only Minimal grants even if they
were A-iiiclatory.. The onty school to provide figures on this point
saidUat the majority of its students who did not receive grants were
only excluded by parental inconie, and the remainder were excluded
beenuse they had already received grants for higher education.
Secondly there are no figures qt how many potential students had
to decline offets of a place at a CDS school because of not receiving,
grants. This clearly would bethe greatest area of hardship and` thee
least desirable Consequence of a discretionary policX both from the
point of iew of the disappointed student and from the point of view
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of the. _V ssional stilndards of the schdols rind ultimate! encting
profesSt .:.Individuai examples tof such cases have beenbrought to
the attentitin bf the Enquiry.

1

64. It is certainly true that the principals of the LEA supported Ichools,
ost of whose students receive grants, are relieved at rarely haVittg
.turn away students who cannot afford the fees. It is also plkbably

tr e that so long as the schools depend op fees for their incorhe, they
w 11 be lest vulnerable to the pressures of inflation find.rising fees, if
fees are guarant d by LEA's rather ihan dependent on students.
In finandial terms however, the issue of mandatory grants is not one

. Of life or death foI the schools and- preparation of up to date and
strongly recommended DES list or recognised schoo s might suffice .

for the discretionary award syster to work more.equitably and effi-
ciently than at present.

41

65. As far as individual students are concerned, hoWefer, this is an
issue of crucial importance and, thpugh.small in number, the number
of cases of refusal to award grantg may well increase in some LEA
areas where drama training is given a low priority. Four of the schools

er scholarships based on merit for students whq fail to receive
g nts, but in each case there are only two or three scholarships
a1iilable. r

S" aff Salailes
66. Since most of the CDS schools are independent institutions in
the private sector of education, There is no standardisation of staff
salaries either in amount or in method of payment. Full-time teachers
in the two LEA schoolsand the school whose diplonla is recognised,
as conferring teacher training status are paid on the Burnham scle
for further education teachers, as are the Welsh.and Scottish teachers.'
Of the other schools, two pay at an hourly rate, one pays annual
salaries related to its sister theatre company, five pay some of their (
lecturers an hourly rate and some annual salaries. In. addition all
the' schools hire part-time lecturers and occasional guest directors
either at hourly rates or in a few cases at weekly rates, or with a pTo-
ducticin

67. In three ways the lecturers at the independent schools are at a
grave disadvartage compared to their counterparts he subsidised
schools.- Firs y, although hourly rates suit kwite tea ters who com-
bine teaching ith ,active careers as actors, the9 are ery unfavourable
for' full-time achers who are not paid for hqliday time and enjoy
no incrementa ale. Secondly, the actual rates of pay are less than
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. rati was 24:1, ,which May reflect the ggeater attraetion ofLEA

supp ed schools?. with their lower fees. and greater possibility of
m ance.grant. Figurq issued by the three schools which dis-
tinguish between male and: female applications in *their reCords

,freveal that it is almost four times as difficult for woinen to get fa
-,,

.'
drama Sehools as for men the averaie ratio being 27:1-for wo en .
and 7:1 for.men: The average ratio for tedmical- and stage ma ge-

,

, meat c iourses s 3:1 for teachlng courses 5;1 and for post-graduate :
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those of' the public sector. Thirdly the teachers .have no ,security of'
'tenure, which is vital if a school is to build up a Orinanent staffover
a period of years. Hourly rates ranged from £2.00 to £2.85 and salary
scales from £1,200 - a,700 tO £2,000 - £3,350. The inability o f' many
schools to offer competitive salaries is a4purce of anxiety to principals
particularly since the new Houghton pay increases for teachers in
the public sector.

Student Numbers . .

68. At the start of :the. academic year 1972/73, 835 students were'
registered for acting courses in CDS schools. The least in any school
was 31, the most 96.. Of these 835, a total of 307 were in their first
year. The smallest intake in'any school was to, the largest was 38.
Drop-out rates varied, ba 'only about an average o( 15 students per
sc,hgol gradpaLed at _the end of the academic Year. In other words
only about.56T0' of 'those who enter complete the three year course.
Some schools however, are opposed to a high drop-out rate on
iiri*Ple.--.- the Cential, for ekample;. 14:1.01-4 One less in'the third.'
yer than in the. i.st year course. There was a total of 121 students
enfolledit-techiciiial and'sta e!,managemedr courdesIn the Sik.schools
offering such courses with tç lowest 2, the highest 40, end the aver-

. "age 26. .248 studeMs wer lled in the four teacher traininkceurses
in addition to the i o`stude on the joint acting and teacher train-
ing course offered y a fifth school.. 105 Gstudents were involved in
dther courses. (incli1Jing 65 speech therapists and 35 directors) at
four schools.

9. In total, 1439 stud nts were engaged in courses at thirteen schools.
The least in any one sc ool was the most was 236, and the average
was tit. (These figUres exclude the Manchester Polytechnic, whose
drupe course is too new for there to be relevant statistics).

Ratio of Applications to StudentPlaces 4
70. The average ratio of applications to student, places 'offered at
Cps schools in 1974 wag :1. The .srlialtest kiaxa's 5:1, the
hig est 25:1. In the two,Enghish LEA-maintained schools the average
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courses 21:1. The ratio.of applications for foreign 'students at the
one school Oftich kept the relevant/Tures was 7:i, but this may be
uncharacteristically low.

Study's' Academic Qualifications \
.71. All the ptncipals of the cps schools arc adaRaftilthat academic
qualifications are irrelevant to the capacity, of studakts to benefit
from drarha training and to become good actors. Only the two LEA
controlled schoOls have formal requirements for academic quali-
fications, and even to tbese requirements there arc exceptions. One,
requires a minimum of 2 A ' levels, but. is prepared to and does in
practice waive this rule in the case of exceptitmally talented students.
The other has no academic requirements-for its acting and techqcal
courses, but requires a minimum of 5 ' 0 ' levels for its teac4rs'
courses in accordance with 'DES regtqationsf and 2 A' levels for ,;:
its speech therapy bourse,. although 'here again exceptions are made '
fosonature students. The Royal Scottish Academy requires 2 higher.
did 4'`. 0 'lever earn passes for its, teacheitraining course.,and Rise
Bruford requires 5 0 ' leieti for its joint' teapher traiAlhg/acting
course.

72: Of therest, none of the CDS schafIs formally requires academic
qualifications of ifs students, although they have differing<liews as to
the desirability of having them. Most principals see them as an
asset to some eitent 5 ' 0 levels are preferreW, The pore 0 's
an A.'s the better , 0 '."levels .lpf4P, Were the kind Of

mments that were. inti4le. At the two extremes, one princinal said:
No academic qualifications are requir4d and any attempt to make

them required would be fiercely resisted ', while,another felt that
students without academic qualifications were so rare that he may
in a year or two introduce a minimum required standard as a. matter,
of convenience..

73. In practice the number of students who would be adversely
affected bt the imposition of a minimum requirement of, say, 5 0
levels is comparatively sinall. Of the schoolskor which we haye
figures, in one, only 3 out of 14 'students have fewer than 5 '0' levels.
and.a A" levels, in' another 6 oUt of 54 have less Than 5 0 'levels,

another 7.out of 24, apd.in another 7 Out of ,69 an alierage of
, about ro% of students in theselour schools.

74. It must be reMemlpered that the academic qualifications of young
= people are steadily riking. In 1973/74 a third, of thoseaged 16-18

were in full-time education. Many of the More able must almost
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autdmatically have i:ornpleted the sixth form o5 further education
college. If the profession. is to continuc to attract intellectually-able
entrants it is inevitable that they will have some academic qualifi-
cations, whether the drima school requires them or not. , /

Selection Procedures
75. In accordance with, their philosophy that the chfef character-
istic of a good actor is acting ability rather than academic or intel-
lectual excellence, the principals of all the CDS schools, including
one of the two .schoolk requiring academic qualifications, refuse to
set any written snirance examinations. The only excePtion to this
rule is the schobl with the joint acting/ttacher training course, yil&h
sets a one hour written examination, but even this is coeined With
an 'audition for assesising practical skirls. The formula adopted by
all the rest otthe schools, ika combination of interview and audition.
The auditions vary in length from twenty minutes to a whole weekend,
and in some cases-tiler& ore as wan as four audition hurdles to clear:

,
,- The auditions are supervised by IbprincipaI and/or members of

the teaching staff. In two cases they are joined by professional actors,
and' in one school by- two students already at the school, who are
given full voting rOhts.

-
AssessmeqUiDiplotnas and Degrees t.
76. For i variety of reasons, mostly historical, the CDS schools do
not award their graduates. an externally recognised 'or centrally
validated degree or tploma. This is no reflection at all on their
professional -teaching standards, which ,are jealously maimained,

i butrather of their history a series of independent schools which,
' have .grown -op in a privat sector at different times with- different

approaches. Jo, many ways no less academic and no more diversified
in their methods than the art colleges, the drama schools have not
hitherto been. under the umbrella, of local authorities' or the DES,

rends in public higher educatidn tbwards. diplomas and,

whereas e' art'colleges have alwaysbeen financed by public money,
orig,inall for industrial ends, aria have therifore conformed to the
general

-..more recently, degreps. .
..

'6 .
714 Superimposed on this independent an4 sporadic ev4lution, there
has grown up among many CDS principals an oppositioh to the idea
of diplomas and degrees, based not ori a reluctance Id distinguish
between good and bad, hardworking and ,lazy drama students but
on a general oppoSition to the introduction into their courses of
academic antent which has come, largely erroneously, to'be assoc.

jilkd Wilt) the words ' degree and diploma ".0...1.1p until nowyery few

c
, /
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of the. scho Is have MYarded any sort of diploma, and most of those
that de' irded' signify little more than the regular attersance of
classes.. ason giyen for this is that there already 'exists tor thc
students a hi ily rigorous 'assessment, in the form of catching the
cyc of visitin directors' at public productions and get,ting jobs in.
highly competitive' 90ditionsafter graduation, Nonethelesi,.broadly

..s-peakingthe CDS *int:ilia,* are not opposed to the setting up of '(
som cnt ily yklidated. autl.partly .extevally-assessed diploma st
R?:0,g us ),funOarnentOccimlitiottSare. Met': Thc first *hat Abe

- criteria for &diploma:sliQUItlhe acting 'ability and noruoitqerkic.
prtiwess ana that 6111-y.0100dbe by competitiye:entranOeXaMin-
atign or aud ion, not by a paper twalilication. The Secinid Ahat
the diploma sh9uld 'dot seek to impose a uniform approach tO ama
or restrict the-very great variety of methods and emphasis that, exists
in thc tiillerent schools and which constitute a benefit to thc pt.o- .

fcssion.

V
.

.
.

711. At the present time, of the schools offering acting courses, one
awards no diploma of any sort, seven give diplomas .Wlikti'are not
worth or inknded to be worth a great deal andahr which thcrc i no
exam or nssesment other than, physical completion of the three
.yearequrSe onc awarcis a diploma graded into Honours, Conithekded
and'Ordinary which-is based partlyon 'practical work and partly on
a-written cvm after onc 'year On thcory,of dance, speech and..theatie
history, and billy two,award .diplomas which are recognised muskies
the acting prqession. Of these, one is a teacher training diploma
awarded to all 'students after a joint actiag-teaching course, and, the
other '(at onc of.the LEA. controlled schools) is a araight teacher'
training BEd degree coursc. It is this school 'whose diploma for
acting students was described as not meaning anything to anybody
,by itself '.

79. As to internaqssessment, policy varies slightly in manner, but .

in principle most oNle CDS sChools arc committed to a fa,irly toughc,
periodic review as a result of which those who fail to make the grade
are asked tO leave the school. Indeed, termination of a ,student's
,coUrsc{which is the -only actual selection mode after a student is
enrolled, is an important defacio.-,:tiitin of

be
assessnien tRe which affects

significant numrs on a three year course. Th,reecchoo et ritten
exams and one.reqeats the entry audition at the end of the first year, ,
which iS 'probationary ', and the*has a forMahsystem Of continuous
assessment. ,
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. Iir. Sliic of the schools ran speck& t courses for which externally
'recognised degrys or diplomm a, awarded. The. two I nglish
schook with separate irachtng courV s award Certificates of Fduca-
cation or lhe I.ondou tlinversity Institute of Uducatioa (although ono .;
of these courses is boing phased out) and ime is offering a lfacl,elor.
of l-ducatitin degree,:',Ihe Royal Scottish Academy tl kfusic and
Drama awards a diploma in speecfranil .drama Whith leads, after a
special one year course .at Jordanhill7College- or hitication, to a.
Teacljer's Certificate..-and. the Welsh College of Music and Drama
offers a threeyear,gradalite equivalent diploma. Dar school.has.a

conme Which leads to a diploma rec4nised by the.
College sOf Speech Ilierapists. Two schools otkr diplomas for tech-
nical and stage inanagement cour,s rough one is partly
tosed on,written Work. they sigirif very little ore than successful
completion of the ctitirse.

,

fl -The picture that emerges from thiS chaperis onc, of a :Wide
variety Of instithtions offering a wide range of courses :-:from the-
drama'school offering a' strictly v,ocational acting course ki a univer-
sity drama departmlInt offering an academic post-graduate course
ii the stUdy of Jacpbean Dramns_As for 'the leading drama schools,
it is clear that they arc over-subskribed but under-capitalised anti,

.some cases, facing very . critical financial problems;. Wc now
examine in detail, in Chapter 3, the artistic and prOfessional nature
of the important work being-done at thc rama schools.

3 9
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Chaptef3
Drania Training: Its Theory and

aoPractice

Are draft schools necessary? . i ._ , \
82. Notwithstanding thegreat variety of drama training that exists
in this eotintrY, ail inquiry or the present kind cannot ignore the
fundamental question sometimes posed, both inside and Quill* .the
actingpraession: are drama schools necessary?

83. With certain qualifications, our researches have lett us to the..
uainimous conclusion that drama, training is not only necessary..;::.,,
but positively vital to the health of the theatre. To deal, With the
qualifications first, it is, beyond dispute that it.nuMber or the most
distinguiske4 actork.and actresses on the stage tdday received..nd.
formal training whatever - and certainly mit itt a. drama schbol. A
for.tiorl, given that the evolution of drains schools, has been a
paratively recent, phenomenon in the long and successffil history of
the 'British theatre, there. were many generations of diitinguished
actors in the nifieteenth and eirly "twentieth 'Centuries whose .09.1y
preparation for ii career on the stagetoOk the form of ipprenticeship'..
on.the job: Oittially it is true that there are many examples of actors
without inherent talent for Whom three years at even the best draMa
schools has..faile4 provide the magic formula whicl.Weidi.to

. succesk

84. It follows froi both of these illiofs thia in -so kr-as one can
pinpoint or isol e the souites oracting genius, they .derive more,' ..

from natural ability, than from acquired technique. Indeed this ik a .

view iMiCh is not disputed by most orthe principals Of the' leading
drama schools, who do hof claini to be able to ' creite *a Gielgud
or an Milner. It iioes.not, howeVer, follOW thardrama IrairiMg . hair
nothing at all of significance tO offer potential actors -7, even those
,of irrepressible natural talent. "

, , -

13iii Sit ;the most fo po'rcefuf advocates Of the imrtince of training:
-... 'On the contrary it is often the successfullbut untrained actors

Kir genibi in acting; like apy other' of the performing arts, can only
bower inii kubstantial bodY of professional expertise, self cOnfideuce

,

38



*THEORY AND PRACTICE

and technique and it is these' ingredients, leSs spectacular but no ;
. less vital, which are provided by training. indeed many very eminent
actors have. voice problems for which they consistently seek the
advice a drama schools a service which'is not widely publicised
but which illustiates the importance of basic skills in the armoury
of even-the most successful actors. The advantages of institutions
spicially -geared to training actors, as distinct from the process,
of learning' by: trial and error on the stage itself, come under
two heads time and expertise: Quite apart from the subjective area

.of genius, there is an objective level of competence required bf actors
in such aspect% as movement and the projection and control of Voice
which has to be acquired by pracfice,;learning and self-discipline.
While it might be possible in theory to acqufre these skills 'on the
job', in practice it is alatost impossible and is inVariably at the
expense of an audience.

86. The average director,,whether, of a regional theatre production
or a TV play, is under such pressures of time and finance, that he
simply has not got bthe time to teach his actors the basic skills of
their trade. He ixpeIcts his actors to have them already, and partic-
ularly in the context of high actor unemployment, he has no diffi-
culty in replacing-those who do not with those who do. Equally the
tensions and irritations of the rehearsal studio are not calculated to
nurture the delicate self-confidence of an actor with no experience
at the beginning of his career.

87: In both these respects, drama schools provide important services.
As with teacher training colleges, they Offer students the benefit of
leachers who combine practical experience of the profession with
specialised teaching skills. As the whole drift of the theatre is towards
greater professionalism, the tama schools play an 'increasingly
important role in supplying the regional theatres, theatre-in-educa-
-tion units, and television with a steady suppiy of technically com-
petent actors who make, bp the majority of casts in individual
companies and productions. No less important, they give aspiring
actors a sympathetic, insulated and leisurely context in which to
make their first and inevitable mistakes. Free from the pressures
of having to impress employers, students at drama schools can
acquire considerable practical experience in school productions.
They 'can also afford to experiment and make mistakes which Will
not be hejtvagainst them in their career as they would be in the
competiti orld of the theatre.
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88. Springing from these advantages, is the essential asset of time. .

In three years at a drama school,,a student has the opportunity of
ihdiyiduaf:coachinig in voice, moveinent, danciv, fencing and other,
skills, group workshops andlessons frOm distinguished visiting I
directors and actors, as well as a chance to act in a wide range of
parts. One distinguished director who had no formal training told
the Enquiry that it took him ten years'on the.,syge and immeasur-
able heartache to learn what the average-drama school graduate can
pick up in two or three years.

89. We were certainly impreised y theAfact that Most of the direc-
tors who submitted evidente found as I; matter,pf hard experience
'that, when auditioning new actors, the level of technical competence
among those who have had training almost invariably surpassed
that of those without training no matter how mu9h natural talent
the latter may sometimes have. As ce drama school principal put
it: ,` We cannot make diamonds out f stones, but we can and do
turn rough diamonds into polished o es '.

The ideal drama school
.

9o. Having answered the question ;ate drama schools necessar,y,
with a resounding-and Unanimous yese, we found it useful to dr W
up a model ,of what one might, in an ideal world, hope to fid in
a professional drama school as._sort of control against Which to
measure the conditions obtainffig in the existing. drama schools.
This is not intended as an authoritative or dogmatic prototype for .

a particular type of course dr approach tOdrama nor indeed could
it be in a field whose strength lies in the very range of its artistic
variety. It is rather t4 skeleton of the bare minimum material
requirements on which ehch principal would hang his own distinctive
creative flesh and blood. In,order to fulfil the ,basic requirements., q.

of an 8 or 9 term course in ideal drama school would probably
need most of the following elements:

Principal
9i. First it must have a capable (arid preferably an inspired) prin- ,
cipal. This is easier, said than done arid a particular problera, as
with other members of staff, is to find someone genuinely interesied' in teacting. The maxiM that it is the aincipal who 'makes the school
tends to apply with 'greater accuracy fhe smaller, the school; and it

'may well be that while some established schools should endure from
decade to decade, other smaller and more experimental schools Will
blossom for some great creative period and then die with the de-
partur,e of their founders.
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....j Facilities
92. As in any form of education, the teachets are far mofy important

, than the facilities. Nevertheless, though we recognise that excellebt
work can be and often is done. in conditions of great squalor, that

!, is a state of affairs to be remedied rather thin accepted..The revol-
ution that has 'ta len place in other parts of higher educatidn in
the last fifteen y ars has produced 'sow Of the finest and most,
modern educatiqnal facilities and teaching aids in the world, and
it is high time that the drama schools caught up nOt just as a
matter'of natural pride, but to achieve a more cost-effective and
rational use of first-class ' human resources '. A modern professional
drama school should have:

, ,

A Small lexible Theatre . -__ _.

With seatii for up to 300. The design of the stage and its felation-
ship to -the disposition of seating are of great importance in accom-
modating a ide variety of types of production. This theatre should
be licenced for public performances and provided with a cloakrOom

.,.and bar. 1
: ,,,

Dressing Rooms . ,

For, the cast. These could be used as seminar TOOMS when not in
use for perfortnances; but this should:not preclude provision of i
other small rooms for seminars and tutorials.

Rihettrsal Room or Studio
Of approximately the same di sions as the playing space of the
stage. Ideally it should have rovision for the simulation of the
theatres of 'various historic ériods. Again it would be helpful if
such a studio had a public licence for studio performances..

Movement Studios , - - am
.,

With barres and mirrors and some equipment for acrobatiCs and
gymnastics. It should have a piano and storage for wea-ponsabout.
1700 2000 sq. ft. in all. . 4

,,
Voice Studio

Vot very much Smaller than the movement Oudio: .

Rooms for Heads of Departments 7
Acting, movement, voice, stage-m nagement and at least two sem-

.

inar or tutorial rooms for each d artment.
. 1Music Rooms

THEORVAND PRACTICE -

With piano and storage for a small colleCtion' Of instruments and
records. These rooms must be sound-proofed. ,

, ,
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Audio-Visual Aids Room
With storage for ' effect ' reqids al tapes and colleetions of films,
film-strips, video-tape recordrngs a d slides.

Library
With provision for up to about 5000 books.

Small Medical Room

Workshok
For construction of scenery
properties.

411.

and props. Storage fOr scenery and

Classroom *Stu& Management Course

Wardrobe -
Together with room fpr cutting and making costumes, drying

, room and a lot of storage foi costumes. As the, wardrobe is likely
to be a. servicing rather Me a teachings department it is diffiicult
to estimate the extent of provision.

Staff Canteeniand Common koom

AdMinistrative Offices
A.

7

Student Facilities
93. Like other students, drama students need and are entitled to
certain fundamental facilities which are provided by the rest of
higher education either by University or College or by the Students'
Union. These include:

A Common Room
A Quiet Room for Study
A Canteen
Changing Rooms, Locker Space and ShOwers.

94. h addition, although most of the drama schools are at present
- non-residential, there is an .urgent need for cheap 'hostel accommod-

ation for students particularly in London. Finally, drama students
should have access to facilitiep for gameS and recreation. Principals
of drama schools tend,quite properly, to be so pre-occupied with

. the urgekt, need teicq.uire the more fundamental facilities listed
above that it is easy to forget how ithportant a part games`and
recreation can and should play in a student's life.

.142
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Staff.
95. Drama scrOols have always been faced with a unique problem
in the recruitment of staff: On the one hand, there is an inherent
need to have a larger proportion of part=time, as. ggainst full-time,
staff than at other establishments or further education. This is
partly because of the wide range of specialist skills that have to be
included. in the curriculum, and partly because of the generally
accepted desirability of living some members of staff who combine
their teaching with an active career on the stage.-On the other hand,
it is imperative to have a nucleus of first class full-time staff fo
provide the core of .the school's Work:Both elements are vital to
the success of a drama school, arid both are largely dependent on
the level Of finance available to drama schools. As has been seen
in the last chapter, most of the non-publicly ran subsidised-drama.
schools. canno4 afford to pay their ftall-time teaching staff cqm-
petihe salaries, and-indeed, in some cases, cati 'only afford to pay
them on an hourly basis. The result is that it is increagingly diffil
cult to attract or hcild on to first class teachers. A more comPlex
problem, however, is the question of part-tiMe staff particularly
visiting directors. To a certain extent this is also a financial problem,
in the sense that a professional director, who may be giving up,the
chance of a TV or West End production by accepting a four week
con,traR,itt a drama school, will expect to be paid a- competitive.
fee. It is. therefore essential that all drama schools not only be able
to pay full-time staff on a Burnharn scale, but Ulso have an adequate
budget to attract a steady flow of professional actors and directors
on -a part-time basis'. This involvement of those working in the
profession should begin when the first auditions are held and-ear-
tinue .right throughout a studenrs time at drama school': ,

96. Apart from the financial aspect, we encountered a feW vestiges
of an old fashioned myth prevalent in the theatrical profession more
than twenty years ago that those who can do, and those who can't
teact'. In fact all the, evidence seems to be that, tO far from hindering
their careers, actors who involve themselves in teaching find that
this is distinct advantage in their careers and we are therefore
plea ed help in laying that myth finally to rest by lending our
full sup rt to the view that involvement of the profession in drama
schoo s can only be good for both parties and is strongly to be
recommended. As far as the drama schools are concerned, there is
some anxiety that sensitive students should not be exposed too early
in their course to raw contact with tough young directors, but the
consensus is firmly in favov of external directors in the third year.
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97. Thus, while it is difficult to generalise on numbers, we would
envisage the ' ideal ' drama school having the following teaching staff:

Principal.
Heads of Voice, Movement, Acting,

Stage Management and Design,
Postgraduate and Inservice Courses

Part7Time Teachers ofkginging and music,
dancing: stage fighfing, direction, play study,
theatre history, young people's theatre and

I; tumbling. Various aspects of stage management
i,e. lighting, sound, Materials. Equivalent,
to 3 4 full-time salaries.

Total (full-time equivalent) Io

q_,

Student Numbers
98. The above suggestions for size of staff and facilities are based on
the assumption of a total student body of jtist over loo. Clearly
this..will vary according to,the different emphasis placed by each

7 drama school on different courses. For example, it may well be that
one or two schbols will increasingly specialise in post-graduate
cpurses, others in technical' training, and so On. Furthermore,-
although most principals agree there is a basic minimum and maxi-
mum numilfr of Taring students desirable per year in terms of access
to major oles and teaching technique, numbers shbuld 1;e allowed
to v4ry according to the instincts of individuhl principals and indeed
the fluctuating quality of. applicants in different years, It must also
be streksed that it is essential that there should be a permanent place
in the recognised system for -a few experimental schools which will
by definition be on a mile& smaller scale.

99. Having said that, we suggest the.
.
established draMa schools

should on average have rou hly the following breakdown of students:

3 years Acting course 70 75
2 years stage management course 20 - 24 4

2 years postgraduate co.urse 10 it
year (or series° of shorter) refresher courses 5 10

105 - 120
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External Links
mo. In view of the amoupt of speciagrprovision a drama school
requires, there is, in our view, much to be said for schools estabfl mg
relationships with various outside bodies mostly in the locality. For
.example:

Radio and Te1eviSj.QJ,S1idios
Although expert ion varies on theftexift amount of television
facilities needed and t point during.a student's course at which they
are most useful, it is clear that experience of studio work in television,"
films and radio should be an integral part of any drama course and, ,

ideally, these 'facilities should be a standard part of ariY: school's
provision. We feel strongly that local television studios (both BBC
and ITV) should give drama schools access to their facilities. We
believe that there is a case for major enterprises Such as television
assuming a4irect responsibility as far as training adtors is concerned.
Radto and Television benefit enormously from the whole process of
drama training and, with a few notable exceptions, put very little
back into it. In practice, access to television, studios may prove
easier to .organise in the regions than in London, 4/here there is -

intense pressure on existing studio space. One or twolof the meinbers
of our Committee therefore felt that 'a central audio-visual training
unit should be set up in London, possibljr in conjunction with the
National Film School.

Colleges of Art
To help with scenery and costumes.

Music Colleges and Academies
To help with music teaching.

Colleges of Further Education
To help With technical Work.

-"Other Rvant Local Bodies
For examPle, gymnasiums, museums, libraries etc.

The Acting Profession
The 9ase. for closer involvementjof the acting profession in drama

-training has already been argued.

Young People's Theatre
and the Theatre-in-Education movement.

The Community Drama and-Community Arts Movement
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The State of Training in Existing Drama Schools
tot. We now turn to an- examination of how the leading drama
schools at the present time set about providing the training we have
already agreed is required. In Chapter 2 we haye listed the most
impo(rtant factual: data concerning finance, fees, grants, salaries,
diplomas, etc. But a drama school is not basically about facts and
figures; it is about something much more intangible and in many
ways much more important approaches to drama and techniques
of passing on acting skills. It is to this aspect that winow turp.

Facilities
s

to2. We halalready said that much excellent work is done in the
most cramp-eddionditiank Before passing on to look at some of that
work, we feel we must Mnment on these conditions. With the pos-
sible exception of the Welsh College of Music and Drama, which has

just received a new purpose-built school, none of the le4Oines'clools
even approaches the ideal standard of facilities outlined earlier. It is
not just on the levey of television facilities and audio-xisual aids,
which even some of 'the better-off schools .lack, that the diseepancy
is to be seen. Many of the drama schools are housed in old, cramped,
ill-heated and inadequate buildings, without such basic require-
ments as washrooms, Itaff canteens, common rooms and libraries.
Even the most fundamental item, the theatre, is in man3Lcases out.-
dated, inflexible and small. One of the most distinguisred drama
schools in the countryAterally operatesin a disused church hall.
There is no theatre, norchanging rooms, no shoviers, no common
rooms, and nowhere for the staff or students to eat or sit around,
except for a small coffee bar.

103. The schools which have come to receive public subsidy are by
and large in a much Ictetter position than the others, and the only
determining factor herefis money. When we look around at some
of the splendid dnd fully-equipped pufpose-built universities, polY-
technics and colleges.of art, it strikes us 'as little short of a national
scandal that some of the best drama school's in the world should be
forced to operate in the conditions which obtain at the present. We
Would therefore repard the injection of public money into prc6ects
for recapitalisingrd rebuilding drama schools as a.high priority.

Student Facilities
104. Here again the position is lamentably inadequate. Most of the
schools simply haye not got the money to provide the sort of social
and recreational facilities which LEA's grant-aid student unions in

' other branches of further education to provide.
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Applications and Auditions
105. Each of the CDS 'schools receives many hundreds of applica-
tions. It is .the general rule for the schools to intervieW personally
every., applicant.* They, reject sogie and invite a short list to attend
further audicions Which usually last fpr, a. whole day or weekend.
Most schools have a panel of at least three naeml;ers of staffand some-
times they invite outside assessors, and sometimes seniqnofficers of
the Students'. Union. The question of judgement is so perional a one,
that it is veil difficult tO say Whether any really talented !applicants
get turned 'down, although it is perfectly understandable that one
schdol should rejed a studenl.Which another accepts. The emphasis
from the start is thus on perforniance, not academic atiatnment.

106. It Was, however, put to us by the Afro.-Asian Artists' Cbininittee'
of Equity that the proportion 'of black students at drama 'schibls did
not reflect sufficiefitly the demand for training among' the black
cominunity. Part of the reason for this is the fact that it is still un-
common for directors to cast black actor's. in roles which, while not
specifically demanding a black actor, Could nonetheless perfeCtly wqll
be played by one. if drama schools weie prepared to experiment wiftv

). integrated casting to a greater degree in theif public productions,:
' tasting directors thightwell be prepared. to follow suit. Thus;
't6sporisibility fOr facinethjs problem lies across the whole spectrum
of the profession in schoOl, thqtre and on screen. The Gulbenkian' Foundation, of course, has long pursued a positive ckmmit"ment to

* combat racial discrimination of any kind through its race:ielations e
programme in the arts, education and social welfare. We note the
Foundation's support for the Community Relations Conimission's
Enquiry into Afro-Carribean-Asian arts activities in British society
and We look to the theatrical profession to display a like, concern to
use and integra,ce- the talents of blacWartists on stage.

Curriculym
107. The curriculum of drama schools falls under three main kead-
ings: movement, voice, vd acting, but -Within these categories there
are varying approachesyind this is where the differinggtmosphere of
the schools becomes rriost evident.

movement
.1o8. All drama schools offer classes in basic wrk on the body.
There is usually a daily class in moJement throughout the course to

*/This poses ah enormous time problem and a considerable strain on limited staff
resources, but is regarded as absolute& eisential. 'A year group must not Only
attract the i-nost lalented students it must also include a variety of types who
are likely to help each other.
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- teach students how to co-ordinate their mov ments, how to relax and :
conserve their energy, and to develop basic ensibilities such as sense
of time atir?hythm.., It is at this point that differeaces become.
apparent. Somç schools consider it neces yy to develop sharper
physical skills ij their Studepts through gy nastics and tumbling,
tough this wor may be limited- for lack of ace and funds with'

:-N $

which to pay. instructors (expert teaching is necèsary if the students ,; ,
are not to be at risk). At least ime.scilool is conS ering the use of a
tramp ine: ,

.
log. Most4ekhers Onovement in drama schools, though.usually
trained as (Lancers, have developed their own method of trainCng, of
a kind they consider to be appropriate' to actors. Eleinents of ballet,
Graham technique and Modern EduCational Dance may often be
discerned, and several schtioll carry on the tradition of mime set

Lecocl, Fialka etc., but mostaachers have evolved, their, own
approach. Teachers of movement' usually make some kind of dis,
tinction between these basib eicercises and thoSe of a more expressive
:nature. Work on the body.Often relates closely, to the ithRrovisations
that are %thine in Connection with the study of the art f acting.
apses in jap, period dancing and tap are sometimes p ovided at
,certain stages of training.

io. For many years, schools offered fencing not-only for its intrin-
sic advantages in training an actor's body and mind, but because o
the dethands of hiStorical draria In recent years fencing has been
opened out into A-at might be called ' stage fighting ' which includes
in addition to fencing,.the use of all kinds of weatiOns and other means
of, physical assault and defence. The recently formed Institute of
Fight 'Directors, which includes most of the leading teachers and .
fight-arrangerS' in the theatre, now offers a certificate fo . students
who pass their very demanding test. Woien participate iqIfhis work
as weir* men.

Voice
i. A great deal of iMportance is attached to the teaching of voice

in drama schools ahd a-high degree of exper:tise.is required'of teach-
ers. Most principals admitted thatjj is even moredifficult to get good
voice teachers than godd moventent teachers. This,is partly the result ,
of certain social trends over the last thirty years that have rejected
traditional views of elocution, the ' beautiful voice, and, high stan-
dards of Speech, in favour of the more scientific study of linguistics.
This has made the teaching of the use of the voice more ' realistic ' but
tended to reduce the,supply of experienced specialist teachers. No-

.
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where, however, did there appear any tendency to minictise the
importance of the students working on their vOice. Our liaeinbers
noted considerable emphasis on the physical aspect of voice produc-
tion and were impreised, in tlwelasses which they visited, by the
aMount of movement which took.place`in the training of the voice
and the frequency with which students in movement classes were
invited to break4to sound. The cultivation of a 'strong clear sen-
sitive voice is so personal a matter .that it is not surprising to find
considerable variations of approach and t hear Of the shortage of
first-rate teachers.. 'There is a considerable erence. between the
needs' of clear speech for social puiposes and the range, variety and
technical ability needed by an actor. The artiour4 and the quality of
singing in the schools -also varieS considerably; depercding on the-
interest of th principal and staff and the availability of teachers. But
it is generally greed that the use of voice for singing and for 4peecb
should be sup ortive and related to each other.

I' This leads us to con- .

elude:that connections with some form of musical- training are prob-
ably under-etnphasised at the moment although several schools stage
musjcali regular with their third year students. .

-

Acting ..
12. It is here,.of cou4se, that we fi'nd the most outstandinjylifferencei

. between the schools. I These differences reflect the gre& +variety of
artistic styles within t e theatre itself.

. .

113. All teachers eedkton the great 'imp ance as well as the
difficulty of ensn rig tha,t students shoul rin all the work they
haye done on their body and voice (that is, their technical And Person-
al resdurces)_to their acting. It is, therefore important fat voice and
movement teachers should be available to attend rehearsals and
performances throughout the period of Irainirie This necessity

,zlearly work:sugainst the schools that employ a majority of their staff
on a part*-frme or hourly basis and in favour of 'those who have a
number of full-time meinbers of staff who can be available most of
the time. Acting studies, classes in which the student begins to learn
about the nature of the,actor's imagination and how it is applied to
the creation of character, is a crucial drea of study in which there is
no accepted 'body of theoretical knowledge. Many members of staff
claim that their work has-some affinity with the teaching of Stanislav-
sky; and several schools claim desbent from, and sympathy witlr,...the
methods developed before and after' the war by Michel St. Denis. It
is an area of' work in 'which standards are high but aPproach is
largely empirical.
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It; 114. This. Width of ap roach is the, great strength of the BritiSh '
drama schools. SoMe o our: members felt that jt was .in thearea
broad& called ' improvisatio ' that they could e most clearly the
difference between one school ad another and t is was emphasised
when we considered the. different approach of directors from the
professional theatre.

. Thites rise to a problem of great concern to drama schoOls.
Many .prin iPals and members or staff argued thal.a'school should

. have a certain unified approach or artistic philosophy; otherwisetheir
training would tend to be piece,meal, scrappy, and unco-ordinated.

t the same time they were aware that they are training siudents to
heir living in a profession where Many different practices Pre 1

e is,even uncertainty between the advantages of using dir ors,
ie\r staff or free-lance, with.a great vari es, reb.Y,

accus oming students tothe hazards they will meet in the pro ession,
Whe her gradual development of the active artist is better fostered

by a more Unified training. It is, for each school to keep a proper
Nevertkeless, it is impOitant to keep in mind the fact that

within' tWo or three years of leaving drama schools students may be
° , playing in anything from Shakespeare to mime and improvisation:

There is muth to be said for preparing them for a wide rangeof jobs,
..on the other hand there is a view that the essential function of school-
ing is usually seen as that of teaching the actor hovito work by him-
self, whereas adapting to divers production techniques is a secondary
and possibly more superficial problem. 1.

g

There is a 'good deal of difference Of practice in the drama
schoOls in the matter of public performances. This depends partly
on the availability of a theatre: Most of the recognised schools have
been able to provide themselves With° some kind of theatre'or playing
space, allowirig a small audience, but these theatres vary considerably
from the well-equipped but rather old-fashioned Embassy Theatre
at the Central School to LAMDA's far rye modern theatre and the
admirably csverted barns used by Rose BrutOrd and East 15. Some
schools thint proper,for the students to begin to appear in public
fairly early in their training, others hold them back until their third
year. Views on the stage of training when students should tackle
great texts such as Shakespeare and Greek trag(dy ,also`varY con-
sidarably.

117:- The cottay of this, facing the schools with another difficult
problem, is 1hetent to which they should give. students opportuni-
ties to experience modern expeitmental drama, street theatre,
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children's theatre, theatre-in-education, and presentations in the
rniied media. Some argue thai to provide students with a thorough
traditional training so that they leave school with a properlydevelop-
gol body and voice, a Tull understandlw ofvhat is involved iwthe art
of acting, an ability to cepe even in a st way with demands for .

singing, dancing aod fighting, and a thoroughly processional atti-
tude to the theatre, demand every minute pfá WU three years training.
We can't teach theth everything, ir is saidrbut we can provide them'
with the equipment and the resourcefulness to deal with whatever
challenges they meet.

118. It is argulble that if an actor is trained to deal with all theatrical
styles, he may end up the Ings!er of. none. Excessiye emphasis on,
flexibility can'tuin an actor into a mimic or an imperwnator.. Never-
theles1,in spite a a general acceptance of thc importance of tradi
tional standards, the pressure on drama schoolsto bi 'contemporary'

'Cis considerable. Schools may have their own prejudItes, but they are
training students as artists -in a demandinft profession that will
doubtless see considerable changes in the next fifty years:-

Mtge Management and Technical:Courses
.119. The impression of our men-awes is that these courses vary Con-
siderably aceording to the facilities available at the various schoolS.
At their least impsesSIIT they constitute a yeaes course in which the
studencs conceturate on making scenery for, and stage managing the
public performances of acting students in their final year of training.
At their best, they train students to- take. over responsible roles in
any but the most co lex produotions.

I2o. Training falls der number of headings likhting (and
electricity),-sOund effec (making 'effects' tapes etc.), scenery (con- .

. struction, use of different materials, handling of, and so on) and
management. of a theatre (ditties of stage management, theatre

,fquipment titc.) Schools with well-equipped theatres will already have
an' advantage over, those with poor facilities. Courses vary, con-
siderably in the extent of the syllabus. 4Sorne are confined to the
responsibilities of a stage-manager. One school requires the students,
especially in the first year -of' the eourse, to study period style, work
on projects related to social history,.and take part in various pro-
duction exercises to reveal the nature'of the main theatrical periods,

N,nd how .they relate to styles of playwriting. Close association with
actors is always_essential since before all else the stage-manage* end
technician must "know how, an actor works and the-dependent
nature.of the relationship.
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Theatre Administration
121. The traditional mistrust of management by actors and stage
staff-has largely disappeared due to greater.understanding of each
other's problems and o the increasingly do-operative manner in
which many companies à.çrun. The need for special expertise in
handling subsidy from ma y sources and formulating long-term
policy for regional the es has also brought administration and

. artistic direction closer. gether.

1,22. Thereeis no need or specific training in arts administration
in drama' schools, 1sinc courses alreadY exist at, for example, the
CitY UniverSity a d the. Polytechnic of Central London: It iS,

however, advisabl that, wherever relevant in the presentation of
productions and p paration for, performance, students should be

s. made aware of the context of theatre management in which their
skills are used. The close integrelion, of the administrative and the
artistic can usefully, dispel thenotion that administration is a. subjeCt
in itself, rather thian the most efficient way of making theatre and
the arts available and attractive to the public:

Costume and DeCor.
,123. &rine schools offer occasional lectures ortlenionstrations on
various aspects of historical costume, styles of presentation, furr. ,

`iture, art, and'so on, but only the Bristol OldVic Theatre School
offers practical courses in design. This is partly through lack of .

facilities, partly through the'immeitsity of the subject. Standards of
,presentation in publieperformances ary considerably deppnding on
resources and funds available. Mos schoOls have some kind award-,
robe and costume collection and me of them design and make a
limited number of costumes themse es. One of tho advantages.of
technical. or stage-management cou e is that the students can-
provide kenery for the public presentations.

Tutorials and Pastoral Care
124. Financial limitations make it difficult for all schools to provide
adequate welfare services and pastoräl care for the- students. In A
training that involVes intensely personal qualities of development,
emotional and psychological as well as physical, this attention is of
the greatest irnVortance. Schools with LEA support can often gain
the help'of the student medical services which are a valuable part of
the Nationall Health Service, and which are usually available in
universities.

5 4
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Length of Course
125. For many years schools tended to favour a two year course,
but gradually they accepted that Three years was necessary to provide
for the personal development 'of students. A training is not the
acquisition of a. body of knowledge, techniques or skills, but the
full incorporation of these into the psyche and full personality of
the individual. Some schools, however; have settled for an eight
terna%se, finishing at Easter. This is because there tends to be a
good ma y opportunities for employment in summer seasons and
for securing engagemenis in regional iheatres which cast for their
autumn season during the summer.

Liberal Studies
126. We use this term for convenience. There js some doubt in the
minds of many people as to how broad an actor's training should
be. While considerable attention is given to his emotional develop-
ment, there is no disposition to underrate the importance of intelli-
gence. Some directors claim that an actor's training should include
psychology, anthropology ind sociology, but others reject this
suggestion as an irrelevance. Some schools include id their syllabus
a study of the history of drama, of the theatre, of nrt,, pr of historic
styles, varying from a well-organised series of lectures on theatrical
history to lectures oh the background of the plays that arbeing
studied for performance. They offer classes in the speaking o oth
poetry .and prose in connection with work on the voice, and w en
occasion arises there may be visits to concerts, galleries or exhibi-
tions.

Post-Graduate Courses
127. At the moment four of the leading drama schools run special
acting couues of reduced length for graduates of universities. These
are attended equally by graduates from university drama depart-
ments and graduates in guile unrelated subjects ranging from bio-
chemistry to history. The other schools have a few graduates in their
general acting courses but make no special provision for them and
require them to go through the full three year course.

128. Although we are convinced there is and indeed most anxious
that there should continue to be a distinct trend towards greater
numbers of post-graduates applying for places at drama schools,
there are two factors at work which present obstacles. The first is

.tha t. university graduates who have received LEA grants for a three
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yettr university course often find great difficulty in getting another
grant for three years at a drama school. The second is that, although
university drama departments cro not offer vocational training, it is'
technically possible for their graduates to acquire Equity cards with
no further training, and some are tempted, unwisely in our view,
to go straight from university into the theatre.

129. In view of the, fact (alluded to in paragraphs 29 32) that the
university, polytechnic and college of education theatre arts courses
whichare proliferating cannot be regarded as vocational training,
we feel it is very important that graduates who decide to ,go on the
stage should be encouraged to spend some' time at drama schools
first. Indeed, if our recommendations on entry into the profdtsion
(see paragraphs 153 155) are accepted, it will become even more
necessary for graduates to go to drama schools. Mbreover, we be-
lieve that this is not only a necessary trend but a highiy desirable
one, in that the influx into the profession of actors who have had a
general university or higher education background as well as a
vocational course at a drama school can only serve to improve the
standards qf the theatre as a whole.

130. On the assumption, therefore, that we are right in advocating
(and predicting) an increasing trend towards post-graduate entry
into the drama schools, we malcp two recommendations. The first
is that the drama schools should follow the example of the Bristol
Old.Vic, Webber Douglas and the Drama Studio and offer short-
ened acting courses for post-graduates. Opinions vary as to the
optimum length of these courses, and our feeling is that this should
be left tbjthe professional discretion of each individual principal.
We do, howeverlfeel it would be unreasonable to demand that
graduates should spend three years at drama school (and thus a
total of six years in higher education), particularly since that might
discourage actors from going to university before adquiring their
professional training. We therefore recommend that post-graduate
courses should be up to a maximum of Wp,years in length. It may
well be that after a period of time seveaPschools will give greater
emphasis. than the others to post-graduatitourses even to the point
of beCorning almost completely post-graduate establishments. We
woul egard that as a natural and desirable development.

131 Secondly, we would strongly recOinmend that the DES should
agre to make available, as a matter of policy, grants for graduates
who have been accepted by recognised drama schools for one or
two year courses.
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Coursesjor Directors
132. Th lack of co-ordinatioe of provision for the training of
directors has always been and .remains..even more spectacular than
for actors. The answer to the qu,\estio'n ' where do, professional direc-
tors come from ' is broadly analogous to the old system of choosing
a Conservative. Party Lender: They Emerge. Theref,are only three
drama schools (Bristol Old Vic, Drama Centre andtast 15) which
organise special courses for directors, but the number, of students
involved is tiny in proportipn to the number of directors working
in the theatre and allied fields. Unlike the lac,k of criteria in actor
training, however, this apparent neglect _does not reflect lick of
interest in the problem shown in the past by the authorities and
the profession, or.even the sporadic nature of the evolution of drama
schools. Rather it reflects a general professional bewilderment among
most people concerned as to, what, if any, training is appropriate -
for directors. There are some who argue that directing is quite unlike
acting and that it is impossible to train for it at all it is simply a
gift which can be applied de natura to the business of directing. find -1
production. The large number of eminent directors who have started
their careers by directing amateur productions at Oxford and Cam-

'bridge and have gone straight from there into the West-End or into
repertory I's certainly evidence in favour of this-view. Alternatively,
there are those' who argue that a director has to have had personal
experience in all aspects of the theatre, including script-writing,
work with actors, acting experience and some technical experignce
ranging from lighting to stage management, as well as a thorough
knowledge of the history of the theatre.

133. In this latter camp, there is one point of view which holds that
these skills awl only be acquired from practical experience after
severaDyears work as arrtetor in the theatre. On the other hand,
there are those WhO argue that, just as with actors, the process of
absorbing the various skills required by a:professional director is
moielefficiently and more quickly comPleted in a drama school.
Although this.view does not advocate specialist directors courses so
much as a system whereby would-be directors shoul,d go through
the general mill_of acting and stage management courses in estab-
lished drama schools and only branch out into directing after grad-
uating, the directors' courses already in existence at three drama
schools are highly thought' of and we consider that the function they
perform in training a limited number of directors in the drama school
cdntext is undoubtedly of,great value to the profession.

134. Since directors do. not .atipresent have to become members of
Equity, there is not tli:e 'stithe pressure for them to go to drama
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schools as there is for actors. While not doming down dogmatically
either for specialist directors' courses or general actors' courses, we
do however inclipe to the view that some form of training at drama
school is a pOsitive advantage. It is surely preferable for a trainee
director to cut his teeth at a training establishment rather than be

1. let loose without sufficient experience on a professional production
before a paxing audience. This approach also has the advantage, of
course,pf enabling an actor to change his mind ind become a direc-
tor, ant vice versa.

Size of Schools and Acting Classes
135. A good deal of basic work in voice and movement can be taken
in voups of between to and 15, but few schools are ready to limit
their intake .to these numbers for a nuliber of reasons. One is
financial; aii iiliake of 15' acting studentf for a three year course
might mean that with some students dr. pping out for reasons of
health or sheer inability to malw the grade, the final group might
be in the region of 'to which would seriously limit the plays that
could adequately be performed. An intake of 18 is rather high for
dass-work and yet-would make half glioups of 9 or under a little

- small. Most principals seem to favour an intake of between 24 and
28 with half-groups of 12 - 14, allowing a reasonahle scope for loss.
In pfactice this number has been found to be pt the low side for
financial viability. Schools have Nund that if fees are to be kept

. within reasonable limits, they have to Ave at least too acting stu-
dents. With subsidy, this could be lowered to the ideal figure of
7o 75 referred to in paragraph 99. Half-classes in voice and'move-
meat of about to or 12 to 15 require a space of about 1600 square
feet. It is important to note that the area would not be decreased
with lowering of numbers, since half a dozen students need the same
floor-space as twice that !limber if their limbs, and voices are to be
extended. ..

. . k
136. Some drama schools do a great deal of tutorial and seminar
work in very small groups or evenhvith individuals. Some principals,
however, see a different role for drama schools and would like their
acting course to be far more closely associated with courses for
other theatre skills and disciplines, both academic and vocational.
Members of the staff also feel that too small a school, while enabling
them to give personal attention to the students, precludes the
creation of a group that is such an important element in training.
The optimum size of a school and pf groups within the school de-
Pends on an interaction between objectives, nature of work and
space available.
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Size of Staff
37. Por financial reatons the LEA, supported schools tend to have

a higher proportion of full-time staff on a yearly salary than the
others. This, as already noted, is a convenience in terms of avail-
ability of staff for meetings necessary to ceate an overall artistic
and 'educational policy, and it is essential for real continuity of
training. On the other hand, in the context of the existing financial
plight of the drama schools this can limit thescope of the schools
to invite outside directors from the professional theatre. Some of
the student's. front ()tie of the aided schools feel that they have eon-
siderable contact with the staff at the expense of meeting the varying
methods and attitudes of the profession. As we have already argued,
these sttbuld not have to be alternatives since both are vital ingred-
ients of a good drama school, and this is an urgent reason for the
injection of public funds.

Conclusion
.138. What emerges most strikingly from a comparison.of the model
of an ideal drama school with the reality of the'leading contem-
porary drama schools is that the major discrepancy appears not in
the area of standards of teaching or the availability of a wide range
of courses so much as in the provision of material facilities. While
thete are certain areas in which we would hope to see the develop-
ment of courses (singipg, technical, and post-gradukte), our general
co4clusion is that the British drama student has A4ide range and
standard of purses, teachers and approaches to drama available
to him. At the same time, however, the average British drama
teacher has pthbably got worse pay, conditions of work and pro-
fessional facilities than he should have. That these two states of
affairs should manage to co-exist side by side is no less of a tribute
to the dedication of drama teachers, principals and students than
it is a challenge to those, Who are charged with the responsibility
of supervising the administration of t4eirts and higher education,
to make financial provision for the/moderni,sation of the drama
schools so as to bring,them into line with the general standards of
the national systekfaigher education.
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4
The Problem Area's

''
S.

In.. We have examined the system of drama training as it now is
and we have raised the question of what it coull or 'should be.. It
is now.time to attempt to bring into sharper focus a number of areas
where problems exist, which have to be resolvd, if drama training
is to be placed on a sounder basis than exists at the present time.

Training or Education?
140. It is well to start by asking the very basic question of whether
learning to be an actor is training or education. It is not a Auestion
that can be answered simply,, but if it is not answered coirectly, a
number of confusions are likely., to .arise. In many fields, training
and education merge into 64h other and this is 'certainly so with'
the arts. The faCt that 'a couiie of, study or training is essentially
vocational does not automatically Place that course ikt the training .

r er than the educational field. ginsor telf a.distiiction can: be
; ade, it is More to do with the'tkind of training provided and'Who

is providing414han with the natolv of the skillitself. The,,kind of
working definffions Jused 'by. Government Departmentin*deter-

-mining their respective area§ of tesponsibility is helpful in t4slinatteri
' . They tend to Work oh the assumption that, if the training or edu-

,f 7-; cation is going on,in schooleor colleges, them it is mOre pKopekyr.4
within the area cif.lesponsibihty of the Department of Educe ion

\and Science, but if it is organised byfimployers 'then it is likel
be of more, con4ern to the Departmipt bf Employment.

. What this mean§ fof drama trainihg is that,' yillereas a systent
Of technical apgrenticeship is veil much something with winch
organisations like the Go'vernment's TrAning Services Ageney knight

, be prepared to concern themielves, what is going. on In drama
'schootsbelongs more naturallyr within thefitld oThirther education.
'Mat does not mean that the distiMprely.vocItionil nature of cliariv
training must inevitably be.weakened by hiting associated with edu-
'cation. Thepposite ill the ,case. If firama training Vice sts' place
'within the specttum ofjMr education seen in its lotalffM oppor-
turtfty im*iediatery° ariges to assert vociferOpslY- the distinction,4 `.
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THE PROyLEM AREAS
Iwithin

our education \system between the vocational drama training
provided in drama schools and the proliferation of non-vocational

/
perfOrming arts courses of one kind or another at universities and

/spolytechnics, which we have referred to in Chapter 2.

142. We believe that it is very much in'the interests of the drama
schools and drama training generally that tle position of drama
training should be clarified in this way. If it is ot done, absurdities
arise like the case of a student ws refus&i a grant by his local
authority fora4lace he had been o ered at one of the leading drama
schools in the country on the grounds that there was a drama cours'e
available at the local polytechnic. We shall return to this question
of how 'the position of drama training should be clarified in our
next chapter, when we consider possibltA solutions.

4 143. We gave very serious consideration to the suggestion contained
in the evidence submitied to us by the Arts Council bf.Qreat Britain
Slat the existing drama schOols should be absorbed ir4to a system
of apprentice training and reorganised to forth 15 theatre trahling
centres, which would be based on designated theatres eqtkipped and
willing to play a regular part in training by t4king students On
planned working attachments. However, we rejected this su on
not only because we felt itrGuld prove too compliba
minister and tob difficult to fnànc&but also beca4se we
sounder in pri ciple to attempt. to "mulate a greater inv
on the part of t ose working in the profession in the work a
schools and to ek to encourage local !vie between drama ools
and theatres, rathei than ,to ditturb the aisting,pattern of training
in the drama schools and to seek to re-construct them around the
theatrical profession.

144. A less radical version of this suggestion was adopted by the
Arts Couq,cilns one of its formal recommendations to our Enquiry.
Under ,this suggestion a limited number of appropriate theatres
would be designated as training theatres in order to provide an
oppOrtunity for a comparative assessment of the value of drama
school versus apprenticeship training. Our proposals would not
prevent this, but we consider that the matter requires further con-

, sideration by the theatrical profession as a whole. ibis could be
done within the forum of the new body which we *pose should
be set up, details of which are given in the next chapter.,

no. 0 1
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The Finances of the Drama Schools

145: Some drama schools, including several of the best, face an
extremely serious financial' Sifuation, both in terms of 'capital costs
and running costs. The situation is particularly serious for those
drama sehools withut any form of direct subsidy..Some of them
are seri usly under-capitalised and will require considerable Sums
of mony spent on improving facilitiaduring the next ten years, if
they a,pé..to be able to continue. In the, present economic situation
any drama school which lacks a secure financial base faces a .very
bleak future indee&.

146. Of the present members of the
local authorities. A further two, R
ported by the Bernard Shaw Estate
tively, and their income is thereforeji
eight derive their income almqst ent
some of them also receive emergenc

CDS, four are supported by
DA and Guildhall, are %up-
d the City of London respec-

ely to fluctuate. The remaining
rely from stadent fees, though'

rants from the Arts Council.

147. The fact that studenograrits are discretionary. rather tlfgn man-
datory means that in the present economic situation the would-be
drama student may find himself increasingly having to compete with'
other students for all6cations from the inflation-hit budgets of local
authorities. This, ii turn, could place pressure on the drama schools
to 'attach increasing importance to 141ility to pay the fees, when
selecting students, with the result that they might be driven to accept
even more overseas *udents than they do at present. But although
mandatory grants would greatly improve the position as far as the
students are concernedcthe difference this would make to the finances
of the schools is minimal. Unless public funds are provided to. irn-
prove the financial situatiaa of the drama schools, it is inevitable
that some of them will hive to close before very long. The first to
do so will, of course, be those who are totally dependent on fees,
some of which aie undoubtedly among the best drama schools in
the country.

148. There is, therefore, a good case which becomes even stronger
if drama training is to take it's place alongside other forms of ad-
wanced training and education in our national higher education
system, for additional support from public funds. The question is
how much support can be organised in the most logical and effective
way.
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149. Funding arrangements in other countries raRge from total
state support in Eastern Europe (which is a simple soluti n in coun-

. trics like Poland and Romania where there are only drama
schools in the first case and one in the second) %No the ational
Endowment of the' Arts grant, which the United States Go ernment

Anlkes to the League of Professional Theatre Training Programmes
(the type of solution best suited to a country with a large nufifber
of academies).

150. Britain; th
be loca uthofity
should ne ril

whole trend of further e cation is that it should
ased and we do not belie that drama training
be an exception to this. Webclve that local

authorities in regional centres where at present there is. no direct
support for a drama school from a local authority, should seriously
consider the provision of such support. ln London, with its con-
centration of drama schools, the situation is more Complex and we
shall discuss both the London and the regional situation in m&e
detailext chapter. But in general terms, we believe there are
strong financial reasons, as well as the educational reasons already
mentioned, for drama trainiug to come within the mainstream of
further education. Indeed, iii the present economic situation it is
almost impossible to see the drama schools obthining the financial
support they need in any other way.

4.

The Need for a ' Recognised " Sector
151. The pressures on public expenditure at the present time are so
great that we believe it is right that support for drama'training from
publid funds should be concentrated where it can do most good. We,
therefore, believe that a new system of recognition should be intro-
duced to take the place of the de facto recognition, which many local
authorities accord to drama schools in membership of the CDS at
the present time. .A new body would have to be set up, charged with
the job of granting this recognition to those-drama schools which

.,4neasured up to a set of agreed criteria of what a drama school ought
to be.

IP' .152. The number of drama' schools so recognised might well be of
the same order as the present number of drama schools in the CDS,

46ough the identity of the schools would not necessarily be the same.
In some cases 'recognition' would be for a limited period in the first
instance and the new body would have to have regard both to the
demand for actors from the theatrica -profession and to the demand
for drama training among those king higher education, whose
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numbers are likely to go on growing well into the 198o's. We would
then hope that local authorities and the Arts Council would confine

.their support for dradia training, both in terms of student grants and
direct subsklies, to those drama schools in the recognised sector.

153. If support from public flinds is to be concentrated in-this way
on certain recognised schools, we believe that those who pass out
successfully from such schools should have no unreasonable obstacles
placed in their way, when they seek work. As faiths the present cps
schools are concerned, in most cases there is no problem. StudenIts
are onered jobs under the Equity quota and obtain an Equity card.
Sometimes, however, even students from the best drama schodls are
offered a job,, but cannot Obtain an -Equity card. In view of the fact
that Equity are taking further steps to restrict entry by closing cer-
tain loopholes in their entry controls, we believe that they should
offer-automatic membership to any student from a recognised school,
when offered ajob in areas like repertory theatre, children's theatre
and theatre-in-education, where Equity is prepared to accept
newcomers.

154. The eiditence ora recognised sector would allp be an important
factor in !hitting the number of those seeking to enter the profession.
In order to stand a reasonable chance Of making a career on the stage,
it would be very important for the would-be actor to get to one of th.
recognised drama schools. Non-recognised drama schools would
become distinctly unattractive, both for the would-be actor and as a
going concern for those involved in running them. Some of them
would inevitably close. The number of students being trained in the
recognised sector would 13; regulated to meet the demands pf the
profession and would certainly be less than the numbers at present
entering the profession under the quota system. There would thus
be even more competition to get a place at a recognised drama school
than there is at present to get a job under the quota.

155. But it. is important that the existence gf a ,recognised sector
should not preclude other means 'gentry intoihe profession entirely.
The fact remains that there ought to be, almost as a matter of prin-
ciple, sufficient alternative ways in which those who miss out on the
opportunity to go to a recognised drama school can still get into the
profession, provided they hve sufficient talent and determination.
It would, therefore, be necessary to retain a very reduced quota to

aigllow for such entrants. We recommend that this question should
receive early consideration by the new body which we propose should
be set up.
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Technical Training
156. The Enquiry's terms of referpre included examination of
training theatre technicians. However, the Committee increasingly
felt That thc central problein it was examining was the training of
actors and that the whOc.qucstion of technical training was so
different that it would Taw been wrong to spatchcock it into the
main enquiry. It would hot have bccn possible in thc time available
and with thc resources allocated to the Enquiry to do justice to this
additional complex problem.

157. Nevertheless, it *as felt that a ser. us situation clearlY exists in
this field, as there is an acute shortage of technicians. We therela
recommend that a separate enquiry be set up. Thc evidence wc have
received on this topic can bc summarised as follows:

1. Very few technicians receive formal ti-aining. Most are trained 'on
thc job', but there is anincreasing realisation that operation of the
wide variety of Complex modern theatre equipment cannot
adequately be taught at the elbow of a stage mariager in any One
theatre. Consequently, thc Arts Council-of Goat Britain, in con-
junction with the Association of British Theatre Technicians, has
initiated in-service day-release training. It is not clear how far this
arrangement meets the problem, nor is it clear to what extent thc
ABTT scheme Can be flexibly expanded to meet the changing.
demands for technicians. At present 'the scheme is funded by the
Arts Council; possibly an alternative way of financing the scheme
should be examined.

2. Some training,of technicians is carried out in drama schools and in
art colleges and polytechnics. It ,would perhaps be useful to weigli
the advantages and disadvantages of training technicians alongside
actor& (and directors) as against separatelk7 in-service (where a
trainee may be limited in his experience to one theatre and one
instructor).

3. There is evidence that there is considerable movement of technica)
staff betwecn the worlds of theatre, entertainment (civic halls etc.)
and television. No training seems to be undertaken by the latter
two categories to produce technicians who could move into die
theatre, hence the theatre world loses members Without an'y com-
pensating flow from the other direction. This may bjyrmatter of
concern for any enquiry which examines technical training.

4. It would seem evident that good technical training demands good,
teaching and good facilities (including access to a wide range of,

pment). Such evidence ps we received appeared to show that
neither in-service training as at present, organised nor training in
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drama schools, yet satifics these needs. In-service training tends
to limit the trainee's bre4ith of experience, while many drama
schools do not have ad uate premises or equipment. Some
tcvchers are skilled operatp s but do not have teaching skills. This
is clearly a matter for concern.

5. Concern was also expressed to us abbut the possibility of the -
shortage of experienced technicians being exacerbated by the
demands likely tO be made on the profession by the National
Theatre. Although it has been publicly stated that the National
Theatre will not allow a situation to developwhiCh would deprive
vi, sting theatres of mankof their senior staff, Concern continues to
5e expressed., This problem may be resolved by the time any future
technician fraining enquiry is established, and is of course a once-
for-hll question. Nevertheless it is disturbing that such a.e4uation
could be allowed tp arise without proper planning to meet the
extra demand for personnel. -The Arts Council's inability to spend
more on this area of training than fts pdont commitment under-
Ifnes the need to examine possible altetilltive sources of funding
the training of teChnicians. It is possible that the Training, Ser-
vices Agency might be able to help in this area.

158. These points are only some of the areas that need investigation
and it was with regret that we felt, on examination of the problems,
that they went beyond our capability if we were to respond use-
fully to the main reason for the establistment of the Drama Training
Enquiry. Nevertheless our recommendation that a separate enquiry
be established is a strong onc.
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1 e believe that the problems facing drama training are such
ethat they can only be' resolved by a reorganisation of the present
iystem. In our view this reorganisation requires the establishment of
a new body, which could appropriately be called the Nation1}1Councif.
for Drama Training ( CDT). It should be truly representative of I
all those involved in th theatrical profession (actors, authors, direc-
tors, stage manage mployers and those engaged in training) and it
would probably include members drawn from among the following
organisations:

16o. The Conference of Drama Schools, the Association of Drama
Schools (Students), Equity, the Council of Regional Theatre, the
Theatrical Management Association, the Society of West-End
Theitre Managers, the Association of Touring and Producing .

Marligers, the Association of Community Theatre, the Independent
Theatre Association, the BBC, the Independent TelevisionCo panics
Asi&iiiion, the 4rts Council of Great Britain, the Regio al Arts
Associations, the lational Council of Theatre for Young iple and
adeqtiatc represptation for Theatre-in-Educatio and Local
Authority Associations. It would also be des' le for several
independent members to serve on the Council nd for observers-
from the DES and the Scottish and Welsh Offi.- to be present ateits
meetings.

161, The principal tasks of the National Council for Drama Train-
ing, or NCDT as we shall now refer to it, would be as follows:
i) to establish criteria for granting recognition to drama schools

staffing, facilities, standards etc.
ii) to have regard to the optimum size of the recognised sector, both

in ternis of students and schoOls, bearing in mind that increasingly
the total demand for new actors will be met from the recognised
sector, as the non-recognised schools diminish in number and
importance following the concentration of public support in the
recognised sector.
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Oi) to grant recognition to those drama schools that meet its require-
ments eithei on u permanent basis or with periodic reviews._ (In
this wuy it will be possible for recognition to be withdrawn und
granted to other schools ir the NCDT should so decide.)

iV), to discuss with public authorities the question of suppart for those
2, drama schools which it wishes to recognise.

to provide a forum for the theatrical profession within,which tho
type of training tuking place ip drama schools can be kept under'

of the
continuwview. In pitrtyular, it would..bo tbeyesponsibilitY

T to initiate sehemes whereby there could be u
renter involvement of -those working in the profeition in the
holeteaching process.

162. The fiist two or three years of the NCDT's life will be a very
important period during which it is establishing itself and bringing
into operatioh the new system of recognition. During this period the
NCDT will require un experienced staff of 2 or 3 and a small working
budget. We suggest that the Secretary and the Deputy Secretury
should Oe un official 'of the DES und a local authority education
officer, both of whom should be seconded to the NCDT. Once the
initial job of grunting recognition has been done, and the NCDT is
properly established, if should be possible to reduce its staff require-
ment. The precise _manner of funding the NCDT is obviOusly a
matter for furthcr discussion. A paralIel for financing u body of this

ind exi .in the way tlie National Council for Diplomas in Art and
used td be funded before it was merged with the CNAA. It

received fees based on the numbcr of students taking diplomas and
the of the visits that it made were borne by the colleges con-

However, there are far fewer drama students than art
ts and the NCDT would.almost certainly also need a special

nt from the DES via the Arts Council.

163. The balance of representation on the NCDT is an important
matter. The profession for which the training is being provided,"
well as thosc actually engaged in providing the training, must be
adequately represented on the NCDT. The purpose of the NCDT is
not simply to administer drama tr_aining, but to infuse it with the
knowledge and experience of those working in the profession. In

-order that this and other matters relating to the operation of the
NCDT cdn be thoroughly discussed by those most closely involved
and proposals put forward for setting up the I4CDT, we recommend
that a one-clay Working Conference should be held shortly after the
publication of this Report, to which representatives of Equity,
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management and the drama schools.should be invited. The Founda-
tion has kindly said that it is willing to spongor such a conference.

164. Although the arrangements' for the reorganisation and public
support of individual drama training schools will be a matter for the

.NCDT, we have conducted enquiries into the existing situation which
suggest to us certain conolusiori1 that the NCDT might well wish to
take on to its early agenda. We spell them out here to indicate-the
sort of pattern that we have in mind for the next ro years.

165. First of all, 'with the strengthening , of regional feeling, it is
essential that there is an adequate geographical spread of schools.
The theatre is becoming less London-based and we would wish drama
traiping to support this ,tendency. There are five major drama
schoqls outside London already and there is a need to make drama
training a reality across the nation. In Scotland there is a school in
Glasgow with a secure financial base, adequate buildings, good staff
and with a vigorous and growing drama movement to provide
employment in the theatre, television andother art forms. The same
is true of Wales, where the school in Cardiff, provided its artistic
independence is guaranteed and.an unwise amalgamation with other

, institutions is avoided, is equally well-placed with an excellent build-
ing, a good staff, znd vigorous nationaltsupport. In Manchester the
school is part of the Polytechnic ai id. irt may reasonably hope for
better facilities soon. In Bristol there are hopes of closer co-operation
between the theatr,& e drama school and the University and we
strongly urge the AIFEducation Authority to support these moves.
It might well become a post-graduate training centre of great signi-
ficance. In the West Midlands, the existing school has adequate
resources and accommodation for the 8i) students it has at present,
but additional facilities would be needed if it is to cater satisfactorily
for the expanding needs of an Area of such major regional importance.
With theatres at Stratford, Birmingham, Coventry and elsewhere,
with major uniVersities and polyteçhnics, and with progressive local
authorities, this should not prove difficult. We found it surprising
that there are some areas in which there is no serious drama training
such as in the East Midlands, Yorkshire and the North East. Per-
haps one of the London schools might be attracted by the great
opribrtunity offered liSt this gael. , .
166._ That leaves London., It is inevitable that the capital, with its
concentration of theatres and theatrical people, its resources, and its
vigour,.shoulcrbe the great ,magnet for drama training. But it his
the result that the bulk of dl-arna training is in London, and that it is. ,
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therefore ultimately on one autiority the Inner London Education
Authority that responsibility Might fall. It is improbable that ILEA
will assume this responsibility for the schools in their present form,
although it has already done so mush for the arts in higher education.

167. Four of the London drama schools seem permanently guaran-
teed. RADA has money, premises, staff and prestige. At present there
is no serious problem. The Central School is supported by ILEA. It
needs new premises which ILEA will ultimately provide. Rose
Bruford is supported by Bexley LEA and Guildhall by the City of
London. Some of the other important London drama schools might
join ifp with other higher education institutions or merge as a mono-
technic with ILEA support. Two .others would seem tO us to be
strongly deserving of NCDT recognitionand direct support from the
Arts Council and the DES in -view of their role as experimental
and pioneering establishinents. .0ver other London institutions there
hangs,a question mark. Perhaes_one might move to the North. But
if the field of drama employrhent is growing, as it will when the
economy recovers, more schools will be,needed. It is in this context
that the NCDT will play a key planning role. It is on its estimates
of heed, that the, number of reinpised schools will depend, and it is
the award Of recognised status that will mate drama schools finan-
cially attractive to universities, polytechnits and other possible
,ources of finance.

168. As regards fihancing those few recognised drama schools that
are left without local authority support (for example, the experimen-
tal schools), we believe that.* -DES should accept permanent
responsibility for them and finahce them through the Aits Council,
which is already providing entergency granti to -some Othe schools
in question. We realise that.the Arts Council has reservations about
taking on this role on a regular basis, but it would be relieved of
direct responsibility for recognition of drama schools, since this would
be done by the National Council for Drama Training. The,fact that
the Arts Council would itself be represented on 'the National Council
would mean that the Arts CotIncil would in fact be very well placed
to act as the Government's funding agency in this matter. Since it
would only be small and filaerimental drama schools that woulti
need to be assisted in this way, it would amount to little more than
an extension of the Arts CounciPs present role as a provider of
emergent)/ grants. Such funds should of course be allocated to the
Arts Council over and above its existing grant and earmarked for
this specific purpose..
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169. An alternative method of funding would be for those sbhools
without LEA support to be directly grant-aided by the DES. The
DES regard direct grants of this kind as being* wholly exceptional.
They have only lb higher education institutions on their direct grant
list and they are trying to reduce the number still further. 1r, howeve?,-----
the DES felt that the small number of dramighools in question,
some of which are very important because their experimental

14, nature, culd.be treated in this way, then this would undoubtedly be '
an attra ve solution to the financial problems of those particu-
lar phoo s. . ...

17o. A development in drama training, which the NCDT will have
' to take into account, is the move being made at the present time by

certain drama schools towards seeking tohave their pourses validated
as degrees by the Council for National Academic Awards. Th,
CNAA is the national body 4charged with Vie job of validatin
cburses as Clegrees,or diplomas in institution' of higher education
other than the universities. Although there.is a fearin söme.parts of

'the theatrical profession that any assirlation with higher education
must inevitably mean importing additional academic criteria for
entry and qualifications, both the universities and the CNAA can
and do gisç validation in fields vihere it is appropriate without
insisting on cjiemic standards that are irreleitant.

o .

,
Vii. The parallel with art4ducation at the time ,the National Coun

:for Diplomas in Art and Desigri was 'merged into the CNAAn lid L

the way in which, the same kind of fears provedlargely groundless, is
Msfi-uctive. It was acApted that students should have 2 `ic levels or
5.,cY leveli plus a foundatidn course,but Art Colleges were' Still
allowed to take on students displaying'exceptional talent without
theskqualifications. The result was that the art colleges were ableto
award degrees with little or no alteration to theirexisting dburses.and c
with their ftdathental objecOes intact. AMoreover the respfitcpsi-
bility' for assessment and validation of, courses in art and design
remained with people,from. Ihe world of art education, as well as :
those drawn froth among pragtising artists and designers, who
formed the Art and 'Design Committee of the CNAA.

, 172. As far as. the drama schools are concerned, two of ,them
r (Manchest Polytechnic School. of Theatre and Rose Bruford) have

already m e proposals to the CN A for courses to be validated as
CNAA de ees. Dis ssions on th1are still taking place. From the.

ama sch ols. point oF view, the advantiges of a degree or loma
a threef d. 9rnts for students become easier, emplo ent.pr6s-4 .
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pects are opened up for those who might one day leave,deting, as
heads of drama departmentS in schools or local authoy, drama
adrisers, or in fields such as arts administration, an; thirdly, drama
schools-offering a CNAA degree or diploma.may* better able to
attract financial support.

x 73. We believe tiAt," if the CNAA decides to validate vocational
courses, it is vital that there should be a special Theatre Board; quite
separate from the Creative and Performing Arts Panel, in orieMhat
a clear distinction can be maintained between4vocationa1 drama
training and the study of drama as a liberal arts course.

x 74. This Theatre Board should be composed essentially, of people
from the theatrical profession along much the same lines as t4e
NCDT and we would prefer to see it coming under the jurisda-
tion of the Art and Design Committee of the CNAA, who already
have experience of asserting the special criteria that apply in the art
as against the more academic criteria of other disciplines. T
Theatre Board would then Work in close co-operation with the NC
and only validate courses at drama schools recognised by the NC
We hope that the DES would agree to this arrangement.

x 75. While we believe that it is right, both on practical and financial
grounds, that drama training should ultimately take its place in the
higher edudation system, we do not believe that any drama school
should seek CNAA validation for its ccitirses unless it is firmly
convinced that this is the right approach for a school With its own
particular philosophy. Provided that a school is kecognised by the
NCDT and able to attract financial support either from a local
authority or from the DES via the Arts Council, it can remain
perfectly viable without offering CNAA degrees or diplomas.

176. Finally, a word is necessary about student grants. Although
students taking drama courses that have been validated as CNAA
degrees will probalily get mandatory grants, students at other
recognised schools would continue only to be eligible for discretion-
ary grants, since their courses would not meet the requirements for
mandatory awards, namely degree equivalent status. We therefore
recommend that the DES should issue a circular to local authorities
advising them that students obtaining plaCes at these drama schools
recognised by the NCDT should be given grants as a matter of policy.
The same circular should also give DES bac.king to the NCDT and
discourage local authorities trom making awards at drama schools
not recognised by the NCDT. As regards the rate of-grant for discre-
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tionary awards, the local authority associations have reCently issued
guidance to their members to the effect that, where awards are made
to students on advanced courses or those on non-advanced courses
.who are over 19, thgy should be It the same rates as mandatory
awards for first degree students.
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,
4. belle e .votabona*dtama traininkis necessary for the

o u.atronal thadifion f excelence ig the theatre. In
OUr view, th se AO first. apOiached the F4un4ation ?with the request
that this BiKitilahshonld be ietup.viere ddirect in suggesting that the
time waS rips for a" newraWrith4p the training of actors'.

ft.

a. We 'gave serious c'onsidera n to the ecidence submitted by the
_Arts Council of GrearBritain tolhe effect that certain theatres should
be desinated as trainini theatres and should play a regular part in

, training by taking students for planned working attachments, but we
felt that it was sounder in principle to seek ways of involving the
profession more fully in the training taking place in the drama schools
rather than to attempt to reorganise drama training arounda series of
designated theatres. (Paragraphs 143/4)
3. We are satisfied from our Enquiry that substantial unemployment
exists, though it is probably not as great as some figures have led

Ipeopie to suppose. Further than that we cannot at present go, except
to say that we formed the view, on the basis of the evidence put
befbre us, that actors trained at the leading drama schools get
more and better jobs on average than untrained actors or thosg.Aurned
out by the less well-known training establishments. In othet vIrords,
in an oecupition where unemployment is endemic, we do not believe
that it is primarily concentrated among those who have passed
through the leading drama schools. (Paragraphs 10 - 22, 27)
4. We would have liked to have been able to carry out a comprehen-
sive survey of employment among actors, but regrettably a survey of
the kind needed was beyond the capability of our Enquiry. We believe
that such a survey would contribute greatly to a better understand-
ing of the problems and hardship faced by actors unable to find work
within the profession. We therefore recommend that the epart-
ment of Employment and the Office of Population Cenc1ses and
Surveys should 'regularly enquire into unemployment i the acting
and other artistic professions, which gives rise to serio problems
both to those engaged in them and to those' who benefit rom their
work. . (Par raph 21)
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5. We consider that present support for drama training from puhlic
iunds is both uneconomic and inadequate. Unless steps are taken to
lemedy this situation, some of the best drama schools will be threat-
ened with closure without any compensating gain from rationalisa-
tion. We therefore recommend that drama schools should be required
to obtain formal recognition (as distinct from the voluntary, non-
statutory recognition as an efficient establishment of further educa-
tion given-by the Department of Education and Science) as a pre-
requisite for support from public funds. Such support from public
funds should then be confined, both in terms of grahts and subsidies
to the school and in terms of student grants, to those drama schools
so recognised. (Paragraphs 54 6o, 102/3, 145, 155, 168/9)

6. We believe that the most lkkely way in which drama schools will
obtain the additional finineial support they need is by establishing
links with local authorities *herever possibk. We also believeethat it
is logical that drama training should take its place within the higher
education system in this way. (Pagigraphs 140 142)

7. In order to acheve these objectives and to ensure atcontinuing
link with the professional theatre, we recommend that% National
Council for Drama Training (NCDT) should be established, on which
actors, authors, directors, stage managers, employers and those
engaged in training would', all be represented. The NCDT would
grant formal recognition to those drama schools which in its-view
met certain agreed criteria. It would have regard to the optimum sae
of the recognised sector, bearing in mind that increasingly the total
demand for new actors would be met from the recognised schools, as
the non-recognised schools begin to diminish in numberland impor-
tance following the concentration of public support in the recognised
sector. (Paragraphs 159 163)

8. The NCDT would discuss with Local Education Authorities
and the Department of Education and Science (DES) how financial
support can best be organised for the drama schools which it
recognises. We suggest that there should be a least six recognised
drama schools in the regiohs, which should receive local financial
support where it does not already exist. The core of the problem is
in London where the main concentration of draina schools lies.

major London drama schools seem permanently guaranteed
e hope that a further four will be recognised and supported in
y-of different way's, which might include direct subsidy from
government via a special grant to the Arts Council.

(Paragraphs 165 167)

.an
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9. The NCDT would also provide a forum for the theatrical pro- --
fession, within which the type of training taking place in drama
schools could tie kept under continuous review. In particular, it
would be the responsibility of the NCDT to initiate schemes whereby
there could be a greater involvement, of those working in the pro-
fession in the whole training process, right through from the initial
auditioning for places to the final public productions.

(Paragraphs 95 97, 163)

to. We note that certain drama schools are making approaches at
the present time to the Council for National Academic Awards
(CNAA) regarding the validation of vocational drama courses as
degree or diploma courses. We consider that it is important that
this validation should be carried out by a Board which is quite
separate from the CNAA's Creative and Performing Arts Panel.
This is important in order that a clear distinction can be maintajned
within the structure of the C>AA between the specialised vocational
courses provided by the4rama schools and the non-vocational
courses of the university and polytechnic drama departments. The
Theatre Board, as it might be-called, should be composed essentially
of people from the theatrical profession. (Paragraphs 170 175)

We do not'believe that any drama school should seek CNAA
validation for its courses unless it is firmly convinced that this is the
right approach for a school with ifs iewn particular philosoph)w
Provided that a school is recognised by tlie NCDT and,ableio'attraci
finanqial support either from.a local authoritY or from the DES via
the Arts Council, it can remain perfectly viable without ering
CNAA degrees or diplomas. (Paragra 05)

12. We recommend that the DES should issue guidance to local
authorities to the effect that students obtaining places at NCDT
recognised drama schools should be given grants as a matter of
policy. (Paragraphs 61 65, 176)

13. We believe that it is likely that there will be a trend towards
post-graduate entry into drama schools. The NCDT should take
this trend- into accountin formulating its policies for the future of
drama training. We recommend that grantS should be automatically
available, as a matter of policy, for graduates who are accepted by
recognised drama schools offering post-graduate courses of up to two
years. (Paragraphs 127 131)

74
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14. We do riot see any case for standardising existing courses at
drama schools, but we believe that there should be more opportuni-
lies for drama students to work in the television, radio or film studio
situation during their training. We believe that major employers
such as television have a responsibility to contribute to the training
process. e, therefore, hope that the NCDT will encourage closer
links be n the recognised drama schools and the BBC and Inde-
penden levision Companies, both in London and in the Regions.

(Paragraph ioo)

15. We recommend that Equity should grant automatic membership
of the Union to all students fronyrecognised schools, who successfully
complete their courses, as soon as they are offered a job either in
repertory theatre, children's theatre, or theatre-in-education. The
number of actors entering 'the profession, under the quota system
should then be greatly reduced, since -tinder these new arrangements
the quota would only apply to the minority of actors entering the
profession from sOurces other than Pie recognised schobls.

(Paragraphs 153 155)

16. Although the vast majority of entrants into the profession wine...
have completed a course at a recognised drama school, we believe
that.It is highly desirable that it should still be possilpe to enter ihe
profession without formal training. This should apply equally to
would-be actors stage managers and directors, and We recommend
that the NCDT shottld discuss ways in which appropriate scheme
can bd sponsored. (Paragraph 155)

17. We were concerned at some of the representations made to us
about, stage schools and we recommend that the NCDT should carry
out an early investigation into their role within the drama training
system. (Paragraphs 44 .47)

18. Although a serious situation clearly exists in the field of tech-
nical training, We considered that the problems involved were so
different from those appertaining .to the training of actors that we
could not do justice to thecomplex problems involved with the resour-
ces at our disposal. We th re recommend that a separate enquiry
be set up covering the ole aiea of technical trainin, as a matter of
urgency. (Paragraphs 156 158)

vie
-for

of the impor
a Trainin

t role allocated to the National Council
urEfoposals, we decided to recommend that

Ang Ccmference be held, shortly after the publication
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of this Report, at which the details involved in establishing such a
Council would be discUssed between Equity, management and those
engaged in training. The Foundation have kindly offered to sponsor
such a'Conference. (Paragraph 163)
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i. Conference of Drama Schools.
2. Other Drama Schools.
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graduate).
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Appendix A

List of Organisat4ons and Individuals who submitted
written evidence tcb the Enquiry
Miss Dorothea Alexander
Arts Council of Great Britain
Arts Educational Schools
Association of Drama Schools
Barbara SpeakilStage School
Miss G. Birke Y.
Birmingham'School of Speech-Training and Dramatic Art
Birmingham University Drama Department
J3ristol Old Vic Theatre School
Bristol University Drama Debartment
British Actors' Equity Association
Central School of Speech ana Drama
Council of Regional Theatre
Mr John Cunnindiam
Dartington College of Arts
Mr Donald Douglas
Drama Centre (London) Ltd
Drama Studio
Easi 15 Acting School
Exeter University Drama Department
Miss Paula Fulton
Glasgow University Drama Department
Guildford School of Acting and Drama Dance Education
Guildhall Sohool of Music and Drama
Mr Ernest Hall
Mr JonathanSHammond
Miss Sally leedges
Hull University Drama Department
Miss Naseem Khan -
London Academy of Music and Dramatic Art
Manchester Polytechnic School of Theatre
Miss Mary Moore
Mountview Arts Centre
National Council of Theatre for Young People
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National Film School
Mr David Parlltt
Phildene Stage School
Rose Bruford College of Speech trnd Drama
Royal Academy of Dramatic Art
Royal Scottish Academy of MAasic and Drama
Mr Nicholas Smith
Miss Virginia Snyders
Miss Hazel Vincent Wallace OBE
Webber Douglas Academy of Dramatic Art
The Welsh College of Music and Drama
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1. List of those who gave oral evidence before the
Committee
Arts Council of Great Britain

Dr A. H. Marshall
Mr Owen Reed
Miss Caroline Smith
Mr Douglas Cornellison
Mr N. V. Linkltter
Mr A. Field
Miss J. Thompson-Smith
Mis; J. Bullwinlde

Association of Drama Schools
Mr John Carnegie
Mr Hugh Hayes
Mr Peter Layton
Miss Diane Rogers
Mr Jeremy Sinden

British Actors; Equity Association
Mr Peter Plouviez
Mr Vincent Burke
Mrs Bay Haseler

Conference of Drama Schools
Mr Edward Argent
Mr Michael Barry OBE
Mr Jean-Norman Bezedetti
Mr John Blatchley
Mr M. 0. Cormack
Mr thigh Cruttwell
Mr Christopher Fettes
Mr George Hall
Mr Raphael Jago

Council of Regional Theatre
Mr Peter Cheeseman
Mr Philip Hedley
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Appendix C

s 'ey of CDKrduate Eiplöyinent Statistics for 1973

. The follkng table lists he numbed CDS graduates who obtained Equity member0ip within three months of loving .
, 0 ,

,

their schools, ' . V ,

(Graduates whO got Equity *
membership cards)

6 Total no, Quota '4Subi, Other Abroad

who left RepsAota
,

, A

VI

'

Shool

School B

'School C

,School D

School E

School F

Schl'ool G

Schoo),H

Sebool I

School J

Schopl K

SFho611.,

.84 sood M

School

To

1 tr5 12

23 8 2 5.

28 12 2 7

19 15

8
5

18
7

13 9

II 3

15 , 8

5

.10

3

3

a/

No Card Nothing

knoWn

Doubtful

1/
7 1 2

21
7

9
ti2 3

18
4 1 10

8
3 3 1

229 104 I6 65

(Percentage of Graduates,.who sot work in the the'atres, 851)
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1.;'. e4. DOpartMent of Educatlan.ana-...i *./'-', .

Nir D. E. Lloyd'Jd'nes"'- ../

...'Mr A. E. D. qamier
....' i Mr B. Parnab3)

- .

- Theatrigel Management Associ'q.
. Mr C. R. Lacy Thompson, ..

kl ,. Mr Gordon Stratford
4. ;1,....-?,,,z .:1%.,

Lig of others who were
- course of the Enquiryt- ,

i iMr Peter
. Mr h arkworth

wen
Brusteiii

izabeth Butcfier

-Coxillead
Dunn

r .4. , 41

Pratisor Kenneth L. Graham
Mr Vin Harrop .

id Mr 'John Holden'

. Mr Louis Mahoney
itNit.Seati CrEtiordan

Mr ..R:-Penciulescu
Ilfornouglas Schwalbe

.Mr Ken Smalley

44,

congaed inKinally.in the

AgOIMANtwiner, dreaMa teaclier
A rmer drama teacher
De e:Yale Universily Drama

School
National Institute of Dramatic Art,

University of NewpSouth Wales
IMpintvier4.141.-tszeentri
Indefientfent Tilevisio. -Companies

Association 4

University of Minnesota
formerly Administrative Director of

CORT
Deputy Diroctor, Manchester Poly-

technic
Actor
Television Director .

Romanian Theatre Studio
Director of the Loeb Drama Centre,

liarVard %Universit y
..4ss8ciation of British Theatre Tech-

nicians'

3

.4 .

,
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Appendix

.. .

'' S .1i ..1.'Conference of Drama c oo s
. .

The Arts Educati al Trust"$chOdls .

The Birmingham S ool of Speech Training and Dramatic Art
The BriStol Old Vic eatreSchool
The Central School of Speeciknd Diama
The Drama Centre (Loficldn):Ltd iEast 15 Acting Schciol .1' .. 4g
Guildford School of Acting,ind Drama Dance Education
Guildhall School of .Mulkand Drama
London Academy. OTMusic and Dramatid'Art
Mhnchester Polytechnic,School of Theatre .
The Rose Bruford.Col ge of Speec.b. and Drama.
The Royal Academy of Dramatic Art
Royal Scottish Acade y of Music and Dra%a;
Tlie Webber Douglas Academy ck Drimati^rt, . .

The Welsh College of Music and Drania (sinCe *ay za75)

z
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Appendix D2

Other Drama Schools
In additidn to Mountvievi Theatre School and Art- of Movement
Studio which are pecognised by the DES as ' efficient !, the following
draw schools are referred to as ' principal drama schools ' in DES or
Central Youth Employment Executive literature:

Edinburgh College of Speech and Dratha Ltd
British Drama League
Croydon College of Art
Northern College of Speech and Drama
Dartington Colleie of Arts
New Callige orffpeech and Drama
(this collPfe .LOffekinsirig part of Middlesex Polytechnic)
Queen Margaret.Cpllege, Edinburgh
(formerly the Euffilburgh School of Domestic Science, this college is
supported by tile Scottish Education Office and is a Cential Institution 7
equivalent to polytechnic).

a-
Tile following advertise themselves as full-time oOls,?;

Contacts:

city Literary Institute, London WC2
The Drania Studio, London W5
Florence Moore Theatre 'Studios, Brighton r

47:Phildene Stage School, London W4 e,. . -.

Toynbee School of Drama, London Et-
.

,-
471.q.Si-

Inaddition there are adVertisements r 'about
f,

colleges .and 'academies presuma part-tiMet.. Wliaolj:!tiVe nit
indication of th.e scale of tuition offered. There are'allocadveitise-.
ments from about 65 individuals offeringelooptionle,t.doiching

;in drama and specialised training, ,

*-40L.

Sp,

47:::..11.11'.84
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Appendix D3 V.,

1,

Stage Sehocas'

Tht folkking stagrschOols advertisein crininit,r

Premiere .Stage School, Hitchin, Hens
.

arbaia Speake Stage Sc ool and Agencv London W3,.
Joan -Baines Theatre S I ind Drania Cenire, High

Bucks .

Cambridge Manor Sta e SchOol, Weybridge, Sui:rey
Italia Conti Stage School, London SW9
Corona Stage School, London W4
The Purley School, Purley, Surrey
Elliot-Clarke School, LiOerpool ,YN
Doreen English Stage School, London SW6
Donald Evans Schools, London W2
Vivienne Guignard Direction, London W2
Premiere and State School, London WI

87
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Appendix D4

University Drama Departments
a) First.Degues

The following universities provide single or joint first degree courses'
in drama:

Birmingham (Drama and Theatre Arts, alpne or with another
subject)

Bristol (alone or with another subject)
Exeter (with English or French)
Glasgow (with another,subject)
Hull (alone or with another subject)
MeaFhesterdialone or Oith English, French or German)
WAS', Unirsity College, Bangor (with English or Welsh),

Less specialised study of Drama may also be included in first degree
courses at most of these universities and at Newcastle-upon-Tyne
(BSc in Speech or BEd), Aberdeen (BEd) and Lancaster.

b) Diplom& ortCertificates

GENERAL

Glasgow (Certificate in Dramatic Studies, 3 years for full-time
students of Royal Scottish Academy of Musie and Dra6nt)

London (Extension diploma in Dramatic Art, 2 years at training
schools or institutions approved by the Univers#y)

FOR TEACHERS

London (Certificate of Proficiency in Diction and Drama open to
teachers*d 'others specially approved after third year supplemdit-
tary conM Poi-extension diploma)

Newcastle-Upon-Tyne (I (year associateship ill Drama in Education
for Overseas Jeachers and Diploma in Drama in Education` for
candidates withrteaching experience; i year full-time plus x 2
years part-time)

Exeter (Drama for Adolescents, I year, for qualified teachers *id;
tiotkally not less than ,5 years.approved teaching experience)



APPENDIX

STAGE DESIGN

London (Part of Dip loina in Fine Art)

c) Postgraduate Courses'

Essex (1 year MA in Drama underi6sidces of School of Compara-
tive Studies)

Warwick (i year MA in Drama Arid Dramatic Literature pro:-
visional)

Leeds (1 year MA in Drama and Theatre Arts).
Bristol (t year MA inrHistory orthe Fre.nch Theatre)
Newcastle (2 year MPhil in Elizabethan 'Drama, i year MA jn

Elizabethan and Shakespearian Drama, Diploma in Advanc
. Education Studies)
Manchester (Diploma in Drama)
Bristol (Certificate in Drama, Radio, Television and Film)

'blasgow (2 year Diploma in Dramatic Studies)
Londm(Higher Diploma in Fine Art Stage design option)
Lancaster (i year MA in Theatre Studie's)

d) Research Facilities

Available at most of the Universities trained above, - - Ap.
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Appendix D5

e.

Colleges of Further Education
'The following" colleges of further education offer one or two year
courses in drama which are integrated with general '0' and 'A' leyel
education. (It should.be remembered that this whole sector of furttier
education is in the process'of being Cempletely re-organised).
About 15 technical colleges offer-or or two year courses in speechk.
and drama. These pourses are integrated with General '0' and 'A'
level educatiorrand in some cases only one third of the first year is
devoted to spetrali and drama. The following colleges offer drama
courses:

Blackpool: St. Anne's College of Further Education
YChelmsford: College of Further Education ---

.-%
t.wnester: North-East Essex Technical College
Coventry: Technical College
Edinburgh: Collegeafgommeree, .' Telfdrd 'College ofF,Arther Education I

Hemel Hempstead :Jaacorum College of turtherXdacation
London :.Kingssvay.nollege of Further Education

West.1-farmCbIlege of Further Education
0- 1.,oughton: Cohege of Further Education At ,

Nottingharth Clareridon College of FurtheillrIncation.. , .' Portsmoatli; Highbury Technical gollege0
, Southend: College of Teohnolog, . +4..

..

.Stratford-Upon'-Avon: South WarwickshimiCo lege of Further
. ' 7Educalion "7-'

1 Thurrock: College `of IVithstr Education (Gray's)
Tunbridge Wells: West Kent College of Farther gducation
Weston-super-Mare: Tech cal Cadge and School of Art

, ..

. *1

V 4'



Appendix .136

Courses in Theatre Design
The following establishments offer courses in theatre, desigh. In most
cases candidates will have completed at least one year's Foundation
or rirc-Diploma Course.

Birmingham Polytechnic Diriloma Course (3 years)
Bristol Old Vic Theatre ;awl. Technical/Production course for,

Directors and Designers 2 years) ,
Central School'Of Art ancFpesign (London). Course in Theatre

Design leading to Diploma in Art and pesign (3 years)
Croydbn College of Art. Tecknical courseincluding Stage Manage-

ment and Design (2 years) 1 '

Sadlers Wells Theatre. Post Graduate Course (I year)
Wimbledon School of Art. Course leading to Diploma in Art a d

Design (3 years)
Trent Polytechnic (Nottingham) DiPloma Course (3 yr.ars)

,44
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Appendix E

Public Subsidy of the Theatre
The following amounts of public money were spent on the the4tre

year 1972/73 by the Arts Council of Great Britain and the local
rities of England. (NO figures are available for money spent by
h and Welsh authorities.)

i. Arts Council ofareat Britain:
. England
Scotland

Waies

'No

2. Local Authorities*
ofessional Theatres and Drama

2) Amateur Drama 61'9306
. .

.3) Fees to Young People's :Theatre
ahd Theatre-in-Education Gibups , 152,278

4) Professional Performances for Schools 179,608

5) Net expenditure on lop*, authority-
owned tOatres

6) Net expenditure on dirett.draina..),.. .

promotions

4

(to f2,26.8,023

331,018

. £2,736,142

V

limed on a survey covering go% of loca, authorities.

,

90 ._

.4000,707

5,291

£2,391,732

£5,127,874



Public Money spent on Drama 49hools
Exact figures for the amount of LEA money spenfon grants to drama
school students are impossible to calculate. The following is an
approximation of the amount of public subsidy. that tvent into the
drama schools in 1972/73:

LEA Student Grants feo,000
Ad Hoc Arts Council Emergency Grants

to schools in danger of closure 13,000
Direct grants to LEA andiScottish

Education Department financed.schools 640,000

Tofal.r) i1,053,000 (approx)

k-
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Glossary of Abbreviations

I.
The following organjsations.are frtquently.refeiTed to lit the report

; fly thelithbreiriatiops shown belOw:
'fr'Ak ;'

Aiso8iiifion of British Theatre Technicians
CDS Conference of Drama Schools ,

CNAA Council for National Academic Awards
CORT Council of Regiodal Theatre
DES Department of Educatiott and Science
Equity British, Actors' Equity Aslociation .

ILEA, *.ier London Education Authority
LEA Local Education Authority

9
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Publications

Pulllications by the United Kingdom and British Commonwealth
Branch, Calouste Gulbenkian Foundation, Lisbon.
Over the years the Foundation has published a number of contributionsit each of the fields with which it is concerned as well as its Chairman's
triannual report and the annual preview And review of the United Kingdom
branch. Publications listed below areavailable still from the Foundation
at 98 Portland Place, London WIN or excecit Community Work and
Social Change published by Longmans Green & Co. Ltd. and Currenthit Community Work published by Routledge & Kegan Paul Ltd,
and Abtainable frominost bookshops.

vilelp for the Arts (1959)
1511

"lhofamous Bridges Report upon which the Branch's arts programme. has
been based. Many of its premises and guidelines remain valid so that it is
gssential reading for anyone studying the development of arts patronage
injiritairi, as well as an interesting historical document.

'Comiitunity Work and Social Change (1968). f1.05
Th i96,5 the U.K. and British Commonwealth Branch of the Foundation
instituted an enquirY into the nature and extent of community work with
á.view to miking.proposals for training. This iS the report of the study
group which'cirried through*Ainquiry under the chibrinanship ofDame
Eileen Younghusband DBE: Thb moment for the inquiry, was right, its
findings. relevant to other inquiries of /he time such as the Seebohm
Committee and the Royal Commissions on Local Governmentin England

_and' Scotland. To a large extent community work training m the U.K.
today reflects this initiative so that the report remains an essential docu-
ment in its field.

Chairran's..Report V (1 973) . No Cbafgr
Every thtee the Chairman of the Calouste Gulbenkian -Folan`datiogiii,.40,,,
in Lisbon, de Azeredo Perdigho, reports on.the work of Shi,*41113.7_,,
dation out the world during the Oreceding period. The-raid
an interesting account of the achievements of a body which has'

. one of today's great international charitable foundations in only a d
and a half. The current fifth report deals 'with the periodJanuary 1,
to December 31, 197i.



11%

GOING ON THE STACIE

Calouste GulbenkiaW Collector (1)71) £5.

Calouste Gulbenkian wal a c011ector on the grand scale. The great
museum in Lisbon Which houses several thousand world of art which he
assembled over aboot 40 yearS by far the larger part being of exceptional
quality -T is tesiimony of a man who must have possessed considet=able
knowledge of art historY us well as Perception, perseverance and .tact. This
is the story of how he sqt about bis work at the turn of the century,
ranging the world, including 4Soiiet Russia, for the particular pieces he
sought; how later he loaned impdrtant Parts of the collection to major
museums on both -sides of theAtlantic while retaining much to adorn his
house in Paris; 'and:how finally the whole was -assembled.in Lisbon.. As
told by Dr Jose de . Azercdo Perdigão, Chairman of the Fotindaticin. it
presents h vivid portrait of the man in his times and does so, morePver, in
a way the man himself would appreciate. Thc book itself is 4 collector's
kern, richly illOstrated:and lavishly presented to adbrn 4.libraryor embellish

roian:
,1- ...

41:
Training in theAconservation of Paintings and Drawings

;- Li
For some years experts and lovers of art in general have been trotIbled how
best to conserve Britain's great heritage of paintings and drawings and, in
particular, how td train the bbcty of expsrts needed for such work. Early in
166g the Standing Cominission pn Museums and Galleries and the Calouste

,...ulberikian Foundation consulted together and agreed toinvestigate the
. problem through soriMmittee of inquiry which die Foundation ogered to
set up and finanSIC This report of the edramittee's work under the chair.-

manship of Sir COlip Anderson was publised in January 1972 and contains
by far the most wide-ranging information yetagthered this'aspect of
conservation. It also makes recommeRdationillow being discussed, which
would go far to solvAre problems of training and development which are
the' key Co preserving the past for the fliture.

Current Issues in Community Work(1973) it .45
Aimed at 411 those with a concern for the vitality of community life, and
for community wbrk as an important means to this end,,the book contains
the essence of Many vital issues studied by tbe Foundation's Community
Work Group during its three year span of life under the chairmanship of
Lord, Boyle 'of Handsworth, It discusses community action, problems
faced :bY community workers, including relations with their employers;
training Tot community W.cork; its values, patterns and methods; and its\
evaluation. A=final chapter looks ways of meeting present needs for
resources and For a continuing dialogue.

94. 4
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